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ABSTRACT 
High school general music classes often primarily consist of lectures about the 
Western art canon, despite repeated calls for a popular music focus (Deal, 1984; Miceli, 
1998; Snell, 2007; Thompson, 1979; Woody, 2007). It is argued that the latter approach 
can alleviate student apathy toward class content and boredom, provide more meaningful 
learning experiences for the students, and create a more positive experience for the 
teacher.  
The purpose of this study is to examine the experiences of students and teachers 
in both a traditional general music class and a popular music-focused general music class. 
In this qualitative comparative study, I studied two high school general music classes in 
Tennessee and investigated the experiences of the students and teachers with respect to 
subject matter, teaching techniques, and meaningful learning. My data sources were 
interviews with teachers and students, classroom observations, and classroom archival 
documents. I analyzed the data using interpretive coding guided by a constant 
comparative approach. 
Cross-case emergent themes involving meaningful learning included students’ 
  vii 
preference for music studied at the end of the semester and a high level of student–
teacher interaction and engagement when studying popular styles of music. Regarding 
curricula and teaching methods, cross-case themes showed similar attitudes and 
frustrations for teachers and students in both classes. Within-case themes in the Music for 
Listeners class included an expressed student desire to learn popular music, student lack 
of understanding of the Western art canon, and student ability to connect class topics to 
outside of school activities. Within-case themes in the Development of Rock ‘n’ Roll 
class illustrated the importance of delivery style and technology in the general music 
classroom. 
I concluded that a combination of curriculum and teaching style produced 
differing experiences for the students and teachers. Based on the results of this study, 
suggestions for education profession include employing a genre of music that is 
meaningful to the students in their daily lives; engaging students in conversations about 
the music they enjoy; avoiding “busy work” and ensuring that assignments are relevant; 
and providing ample music listening opportunities. 
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Chapter 1: Introduction and Problem 
Students and teachers in high school general music classes face many obstacles in 
today’s educational environment. For students, these can include being placed in elective 
classes for which they have no desire, learning a subject matter in which they have little 
interest, and being taught in a manner that may not connect to their life experiences 
(Campbell, Connell, & Beegle, 2007; Gay, 2000; Miceli, 1998; Woody, 2007). For 
teachers, obstacles may include a disdain for teaching general music, a lack of standard 
curricula or textbooks, and behavioral issues that arise from students who may not be 
interested in the content of the general music class (Boardman, 1990; McLaughlin 1986; 
Regelski, 1981). In light of these problems, the conceptual framework of meaningful 
learning offers critical pedagogical responses to these challenges, which can be applied to 
a general music class context. Before I detail the specific challenges with high school 
general music classes, I will discuss the terms Western art music, popular music, and 
general music and explain how they will be used throughout the study.  
Western Art Music 
Authors who have attempted to define ‘art music’ point to the characteristics of 
those who perform and listen to it and the tools associated with it.  Specifically, those 
who perform art music have undergone “disciplinary” (Drummond, 2010, p. 12) or 
formal training (Davis & Blair, 2011) and are considered to be professionals (Drummond, 
2010). As Drummond noted, these professionals draw upon “a canon of traditional 
musical works, usually identified by composers” and rely on notation to understand a 
composer’s intentions (2010, p. 120). This notation serves to preserve the art form 
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(Drummond, 2010). The audience for art music has typically been comprised of the 
“middle classes” (Davis & Blair, 2011, p. 126) and the perceived taste and preferences of 
this audience have been contrasted with the “mass culture predilections of the popular 
classes” (Toynbee, 2000, p. xix). 
The classification of ‘Western’ art music indicates a type of art music that has 
European origins and whose key composers are or were of European heritage 
(Drummond, 2010). In addition, the term encompasses representative music that is 
“created and performed by others outside the region” (Drummond, 2010, p. 120). 
Popular Music 
 Similarly to Western art music, ‘popular music’ has been described according to 
those who perform it and listen to it, and the tools associated with it. While art music 
performers are typically formally trained, popular music is often learned informally 
(Davis & Blair, 2011, p. 125). For instance, in lieu of formal notation, popular music is 
“stored and distributed in non-written form” or in more simplified written form, such as 
in tablature (Tagg, 1982, p. 41). When asked in an interview by Ponick (2000) to describe 
popular music, Will Schmid, chair of the music department at the University of 
Wisconsin-Milwaukee, stated, “Popular music is any style of music that is currently well 
known by larger groups of people. Originally, popular music was spread by oral 
traditions, later is was influenced by stage productions, traveling musicians, printed 
music, piano rolls, recordings, radio, TV, and the Internet” (p. 30).  
The umbrella phrase of ‘popular music’ includes many diverse styles such as pop, 
soul, country, gospel, and folk music, but may also refer to the music played by Top 40 
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stations (Pembrook, 1991, p. 30). A broader characterization and definition was provided 
by Bowman (2004) who listed the many facets of popular music as “(a) breadth of 
intended appeal; (b) mass mediation and commodity character; (c) amateur engagement; 
(d) continuity with everyday concerns; (e) informality; (f) here and now pragmatic use 
and utility; (g) appeal to embodied experience; and (h) emphasis upon process” (pp. 36–
37). 
General Music 
In contrast to high school music classes where student accomplishments are 
demonstrated through public performances (e.g., band, orchestra, choir), a student in a 
general music class learns skills and information about music that may be applied in other 
settings (Boardman, 1990). This can include music literacy, music fundamentals, and 
music history (Davis, 2011). The purpose of the general music class is to “meet the high 
school music/arts graduation requirement,” and to prompt students to “want to continue 
in music participation and study throughout their adult lives” (Hughes, 1987, p. 33).  
 The majority of the literature programmed by the conductors of high school 
performing ensembles is focused on the Western art music canon. It is these conductors 
who also teach the high school general music classes; therefore, they often draw heavily 
(or exclusively) from the Western art music canon for their subject matter—to the 
exclusion of other genres, such as popular music (Abril & Gault, 2008; Snell, 2009).  
Attitudes of Music Teachers Toward Teaching High School General Music Classes 
Many times, a band, orchestra, or choir director in a high school is required to 
teach general music classes. Even though these teachers may be certified to teach many 
  4 
 
 
different types of music courses, their passion and focus is often directed toward 
performance-oriented ensembles; thus, it is not uncommon for teachers to resent being 
assigned to a general music class (Boardman, 1990; McLaughlin 1986). As Regelski 
(1981) wrote, “It is not at all rare to find instrumental music teachers (inservice or 
intraining) lamenting the likelihood of their being ‘stuck’ with a general music class” (p. 
57). In a personal interview ten years later, Regelski reiterated the same stance to 
Holdridge (1991) and stated, “Band and orchestra people would rather eat dead rats than 
teach classroom music” (p. 28). Boardman (1990) attributed such resentment to poor 
teacher training and attitude: 
I suspect that one of the primary reasons for failure to implement truly meaningful 
‘general music’ courses at the middle and high school levels is directly related to 
the lack of music specialists who are specifically trained for that age level and 
content and who are enthusiastic about or committed to helping students enrolled 
in such programs attain clearly specified outcomes. (p. 12) 
Regelski stated, however, “It’s not even a question of offering them training; they’d be 
unhappy anyway” (as cited in Holdridge, 1991, p. 28). Meanwhile, in giving some music 
educators the benefit of the doubt, Reimer (1970) said, “There are some high school 
performance teachers who take such courses seriously, enjoy them, and give them their 
best shot” (p. 83). Nevertheless, Reimer confirmed the poor attitude of teachers toward 
general music classes stating, “But there are many more who disdain them, are threatened 
by them because they have never been helped to learn how to deal with them, and regard 
them as an imposition on their time and energies” (p. 83). 
Teachers’ apathy toward teaching general music could be due to the relative lack 
of musical rewards gained from such classes as opposed to performing ensembles 
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(Regelski, 1981). As many high school music teachers grow more and more comfortable 
with their performance-oriented classes and the musical rewards involved, the thought of 
teaching a different segment of the school population in a general music class setting can 
be daunting. In addition, while some teachers know upfront about their teaching 
assignments when they are hired, others teach only performance-oriented classes for 
several years and then later are asked by administrators to teach general music as an 
additional assignment. McLaughlin (1986) wrote about how these changes affect the 
psyche and identity of the performance-oriented teacher, suggesting that “demands to 
learn new skills, particularly where they involve replacement of existing routine, threaten 
an adult’s well-organized self-concept and established level of accomplishment” (p. 169).  
Such attitudes on the part of teachers may have an impact on how students 
approach the high school general music class. According to Andrews (1971): 
If general music class has been regarded in the past by many teachers as an 
unwelcomed assignment, it is also evident that many pupils have approached it 
with less than active interest. Where a classroom is purposeful and attractive, 
pupils are likely to show an inclination to participate and learn more readily; 
where it is just another place to sit for an hour, it is likely that the pupils will 
approach it with exactly that attitude. (pp. 7–8) 
 
In the next section, I will further examine the high school general music class from the 
students’ perspective.  
High School Students’ Interest in Music and Their Perception of General Music 
Scholars have estimated that the percentage of high school students that 
participate in school performing ensembles ranges from only 15% (Doebler, 1994) to 20–
25% (Abril & Gault, 2008; Regelski, 1981). Consequently, at least 75% of high school 
students “are functionally cut off from any guided or serious music pursuit of the kind 
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that could enhance their lives after graduation” (Regelski, 1981, p. 57). It is fair to say 
that all high school students enjoy music to some extent, whether it is through creation, 
recreation, or consumption. Indeed: 
There are clear indications that nonperformance students are interested in music: 
sales of recordings and music videos reach into the billions of dollars every year; 
annual sales of all types of musical instruments number in the millions of units; 
and fan magazines, music trade publications, and other sources of information 
concerning music and the individuals who perform it all enjoy high rates of 
circulation. In short, high school students who do not enroll in performance 
groups have a need for music as part of their daily lives. (Veech, 1993, p. 23) 
The question then arises as to what sort of music education content would be most 
appealing for the 75% of students who are not performing in the band, orchestra, or 
chorus. 
With a heavy focus on the Western art canon comes the risk of boredom and lack 
of student interest. For example, Campbell, Connell, and Beegle (2007) found that when 
given the opportunity to write freely about the music classes offered in schools, students 
complained of “boring classes” and “boring music.” Some had even given up studying 
music in school because the types of instruments and musical styles they preferred were 
not the focus of the curricula (Campbell, Connell, & Beegle, 2007).  
This boredom and lack of connection to the content can have negative 
consequences. As Paynter (1982) stated, “Poor discipline almost always arises from 
boredom when pupils cannot see the relevance of what they are doing and cannot feel 
involved” (p. 84). When students are disinterested and misbehave, many teachers become 
frustrated, and a battle ensues between the teacher and the students who feel that the class 
is irrelevant. Unfortunately, such tension in high school general music classes is a 
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problem that has plagued teachers and students for decades. Indeed, 25 years ago, 
Fitzgerald (1989) noted, “Changes in youth attitudes, the almost fanatical endorsement of 
rock music, and new technology have left the general music teacher in situations that 
challenge even the most seasoned educator” (p. 3).   
Many have suggested that high school general music classes would be 
transformed if greater importance were placed on music that is more meaningful and of 
value to the students (see, for example, Miceli, 1998; Woody, 2007). This 
recommendation can be traced at least as far back as the 1967 Tanglewood Symposium— 
an event sponsored by the Music Educators National Conference (now the National 
Association for Music Educators). There, participants “challenged music educators to be 
inclusive of all styles and cultures, specifically including ‘music of our time’ and 
‘popular teenage music’” (Woody, 2007, p.32). Shortly after the Tanglewood 
Symposium, Leonhard (1968) argued, “The music profession should face the fact that we 
are subjecting students in schools to music that receives scant, if any, attention from them 
outside the school” (p. 50). Three years later, Andrew (1971) blamed “an unrealistic 
curriculum, in both content and approach” for doing “more to kill the general music 
program than any single factor” (p. 6).  
This trend continued throughout the 1970s, as scholars and practitioners 
advocated for a change in the curriculum to include more popular music. For example, 
Heller (1978) questioned whether the general music curriculum was connecting with 
students in a meaningful way, and Thompson (1979) recommended that teachers try to 
understand and accept youth pop music culture. Thompson urged, “There must be 
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generous space left in the general music curriculum for studying quality contemporary 
popular music. Students should feel that the teacher understands their music and accepts 
the best of it as valid” (p. 54).  
Five years later, Deal (1984) advocated for a shift toward the inclusion of popular 
music in the general music curriculum and found that teachers at least believed that a 
high school music class should include popular music experiences, even if such 
experiences were rare. In the 1990s, some teachers were including units of rock music, 
pop music, and film music, among others, in general music classes in an attempt to relate 
the curriculum more to students’ everyday lives (Miceli, 1998). Although this shift was 
beginning to take place, it was only seen in a small number of classes (Miceli, 1998). 
Over the next few years, however, the curriculum shift toward including popular 
music in general music classes seemed to stall, as authors in the 2000s continued to note 
that such a shift was needed. For instance, Durrant (2001) argued that school music 
“isolated from other cultural contexts may not be the most effective way to musically 
educate adolescents” and that “a more radical approach to musical education is needed, 
so that the classroom is not seen as a sub-culture unrelated to any other, causing distress 
to teachers and pupils alike” (¶ 21). Two years later, Hargreaves and Marshall (2003) 
criticized the types of music being taught in secondary schools in England, and declared 
that “a good deal of lower secondary school music is unimaginative, out of touch with 
pupils’ interest and unsuccessful” (p. 265).  
On the whole, though, teachers in European countries appeared to have led the 
way in offering more progressive general music curricula. Snell (2007) claimed that 
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teachers in Finland and Sweden were ahead of North American instructors in teaching 
music to which students could relate and acknowledging popular music as something 
valuable to be taught and learned in music programs.  
Over the past 10 years, many scholars have viewed the use of popular music in 
general music classes as a way to motivate, connect with, and musically inspire high 
school students (Campbell, 2007; Lamont et al., 2003; Snell, 2007; Woody, 2007), and 
research has indicated that students agree with this notion (Campbell et al., 2007; Green, 
2002; Hargreaves & Marshall, 2003).  For example, Campbell et al. (2007) reviewed 
student essays about keeping music in school. They found that “rock and popular music 
were frequently referred to by students as ‘missing pieces’ in a school music program” 
(p. 231). Despite the support for curriculum reform, which includes positioning popular 
music more prominently in general music classes, 47 years after the Tanglewood 
Symposium, high school general music programs generally remain dull to students 
(Campbell, 2007; Hargreaves, 2003).  
Meaningful Learning 
The construct of meaningful learning serves as the framework for the analysis of 
teacher and student experiences. Many scholars have defined the term and described how 
meaningful learning occurs. Viola, Giretti, and Leo (2007) defined meaningful learning 
as “a process in which new information is related with previous knowledge within the 
cognitive structure of the learner” (p. 64). In the same manner, Michael (2001) wrote that 
meaningful learning “involves the acquisition of knowledge in a way that allows you to 
do something with it. That is, knowledge that is well integrated with everything else you 
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know” (p. 147).  
In describing how meaningful learning takes place, Thelen (1986) wrote that 
“meaningful learning occurs when the learner attempts to relate new information to what 
he or she already knows. This prior knowledge or prior experiences is essential for 
comprehension” (p. 603). In the same manner, Mayer (2002) stated, “A focus on 
meaningful learning is consistent with the view of learning as knowledge construction in 
which students seek to make sense of their experiences” (p. 227). Karpicke (2012) 
characterized meaningful learning as robust and enduring and claimed that meaningful 
learning “is thought to produce organized, coherent, and integrated mental modes that 
allow people to make inferences and apply knowledge” (p. 160). 
Additionally, Ausubel (2002) emphasized that “for meaningful learning to occur, 
subject matter must be related to felt needs. Doing, without being interested in what one 
is doing, results in little learning” (p. 1323). Indeed, according to Meyers (2014), 
“students are more likely to pay attention and be excited” about the class when the 
content is connected to their interests and they are learning in a meaningful way (para. 2). 
Davis (2009) also argued the benefits of meaningful learning and stated that “meaningful 
learning experiences can encourage students’ best efforts and make learning more 
lasting” (p. 61).  
In accordance with these ideas, meaningful learning for students would be the 
outcome of a general music class in which the music studied related to the students’ prior 
knowledge, interests, and views. It is up to the teachers to provide these meaningful 
learning experiences through curriculum content, musical examples, presentation 
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methods, and knowledge of the students’ interests (Figure 1).  
 
Figure 1. Theoretical framework guiding this study 
 
Problem 
On average, 75% of students in high school are not enrolled in performance-based 
music classes because those types of music classes do not offer content that students are 
interested in learning (Abril & Gault, 2008). Even if these 75% of students do not make 
music in the band, orchestra, or chorus, they may still enjoy and participate in music 
either through their own out-of-school creations, such as garage bands, or through 
recreational listening via the radio, music videos, mp3s, Internet sources such as 
YouTube, or live concerts (Veech, 1993). At the same time, the school might not offer 
other types of music classes besides performance-based classes, which leaves a large 
segment of the student population not receiving any type of music education in high 
Meaningful	  Learning	  
Knowledge	  of	  Student	  Interests	  Presentation	  Methods	  Musical	  Examples
Curriculum	  Content	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school. These students deserve the opportunity to study music in their schools.  
However, if the only other type of music class offered in a high school is a 
general music class that focuses on the Western art music canon, students can find the 
topic irrelevant and become disinterested. Boredom, due to this lack of connection to the 
material, can cause the student to exhibit poor behavior and apathy, and cause the teacher 
to become frustrated and begin to dread teaching non-performing classes. (Campbell, 
Connell, & Beegle, 2007; Paynter, 1982). Scholars have long argued for a change in the 
music curriculum to better reflect student interests, but change has come slowly, if at all. 
For instance, Leonhard (1968) argued that students are subjected to learn music in 
schools that receives no attention from them outside of school, while Andrew (1971) 
credited an unrealistic curriculum for the decline in general music. Heller (1978) 
questioned whether the general music curriculum was connecting with students in a 
meaningful way, and Thompson (1979) recommended that teachers try to understand and 
accept youth pop music culture. Five years later, Deal (1984) advocated for a shift toward 
the inclusion of popular music in the general music curriculum, and 17 years after that, 
Durrant (2001) argued for a more radical approach to music education so that the 
classroom is not seen as a sub-culture unrelated to any other. Finally, Hargreaves and 
Marshall (2003) declared secondary school music as unimaginative and out of touch with 
students’ interests. High school students should be able to take music classes that contain 
subject content relevant to their interests and experiences.  
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Need for Study 
Music education authors have been stating for the past 47 years that a change in 
the curriculum of general music classes would provide students with more meaningful 
experiences. Teachers who integrate the cultural knowledge, prior experiences, and 
shared experiences of their students into their lessons provide meaningful learning 
opportunities for their students Now that some general music classes focusing on popular 
music have been established, there is an opportunity to investigate if this is indeed the 
case. An examination of the teaching styles of general music teachers will help to 
determine if such an approach provides learning experiences that the students find to be 
meaningful. 
Although researchers have claimed that both subject matter (Campbell et al., 
2007; Miceli, 1998; Woody, 2007;) and meaningful learning experiences are important to 
the student (Ausubel, 2002; Davis, 2009; Mayer, 2002; Meyers, 2014; Thelen, 1986), a 
further aspect of this study is to probe the experiences of the general music teacher with 
regard to both curriculum focus and teaching style. By examining two general music 
classes, each focusing on a different curriculum, I investigate the experiences of both 
student and teacher in the high school general music classroom.  
Research Purpose and Questions 
The purpose of this study is to examine the experiences of students and teachers 
in both a traditional general music class and a popular music-focused general music class.  
For this study, I view those experiences through the lenses of subject matter and teaching 
techniques that provide meaningful learning, as well as the teacher and student 
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experiences of the classes as a whole.  
The following research questions guided this study: 
1. Which aspects of the subject matter of a traditional general music class and a 
popular music class appear to provide meaningful learning experiences for the 
students? 
2. Which aspects of the teaching techniques of a traditional general music class 
and a popular music class appear to provide meaningful learning experiences 
for the students? 
3. What are the experiences of the teachers and students within a traditional 
general music class and a popular music class? 
Chapter Summary 
In this chapter, I discussed the characteristics of Western art music, which include 
(a) formal training of professional performers, (b) performing traditional musical works 
written by composers from the European origin or heritage that rely on notation, (c) 
preserving the musical work in its original form, and (d) performing for an upper to 
middle class audience. By contrast, popular music can be characterized by (1) aural 
transmission or easily read notation such as tablature, (b) performances being learned 
informally by amateurs, (c) music performed for large groups of people due to mass 
media distribution, and (d) an emphasis on the process of creation. 
A general music class differs from a performance-based class, such as band, 
orchestra, and choir, in that students are not expected to produce a concert for an 
audience. Often, the general music class outcomes include music literacy, music 
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fundamentals, and music history, but do not focus on creating a performance. A high 
school general music class fulfills the music/arts graduation requirement for those 
students who are not enrolled in the performing ensembles, and is usually taught by the 
band, orchestra, or choir director at the school. Those directors commonly have a passion 
for working with performing ensembles and often resent the assignment of teaching a 
general class. They tend to view teaching a general music class as something that offers 
little musical rewards and imposes on their time. 
Only 15% of high school students participate in the performing ensembles at their 
schools; however, all high school students enjoy music to some extent, either by creating, 
recreating, or consuming. Students find themselves bored with high school general music 
classes focused on the Western art canon and would prefer music classes that included 
more study of popular music styles. Historically, music educators have argued for this 
shift as well, dating back to the first Tanglewood Symposium in 1967.  
In order to provide meaningful learning experiences, the teacher must use the 
students’ cultural knowledge, prior experiences, frames of references, and performance 
styles to guide instruction. The teacher uses the knowledge of the students’ interests to 
present material that is meaningful to the student. In music class, this involves teachers 
incorporating relevant musical examples that link what students already know with the 
new knowledge presented in the curriculum, thereby creating meaningful learning 
experiences. The class content connects to their interests, makes learning more lasting, 
and can alleviate student apathy. 
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Organization of the Study 
In the following chapters, I provide a review of the literature, the methodology for 
my study, a narrative of one semester spent with a traditional “Music for Listeners” 
general music class, a narrative of one semester spent with a “Development of Rock ‘n’ 
Roll” general music class, and a summary of the themes that emerged from the data as 
they relate to the meaningful learning theoretical framework. Chapter 2 contains a review 
of the literature on meaningful learning, general music classes, secondary general music 
curricula, student and teacher attitudes toward popular music in schools, and popular 
music and its relationship to student interest in music education. In Chapter 3, I explain 
the design and timeframe of the study, as well as the methods used to select participants 
(including schools, teachers, and students), collect data (e.g., teacher interviews, student 
interviews, observations, and artifact collection), and analyze the data.  In Chapters 4 and 
5, I present narratives of the semester with the two general music classes and my 
observations regarding teacher and student experiences. In Chapter 6, I discuss the in-
case and cross-case themes that emerged from the data in terms of the theoretical 
framework guiding this study.  
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Chapter 2: Literature Review 
In Chapter 1, I provided a definition of meaningful learning through an 
examination of the theoretical literature of Ausubel (2002), Davis (2009), Karpicke 
(2012), Mayer (2002), Meyers (2014), Michael (2001), Thelen (1986), and Viola, Giretti, 
and Leo (2007). In this chapter, I will first review the relevant literature on meaningful 
learning and then review the literature pertaining to the curricula of general music 
classes. The sources on meaningful learning were consulted because the authors 
examined what meaningful learning means to students, what characteristics best 
produced meaningful learning experiences, and in which ways thinking and learning 
relate to the contexts in which they happen. This helps to provide support for meaningful 
learning experiences in a general music class. Sources on general music curricula were 
consulted to situate the many varying types of curricula available in a general music 
class, providing context for the reader.  
Research on Meaningful Learning 
Scholars have described meaningful learning as new information or knowledge 
that relates to and is integrated with previous experiences Mayer (2002) wrote about 
meaningful learning as knowledge construction in which students make sense of their 
experiences, while Michael (2001) argued that meaningful learning is knowledge that is 
well integrated with everything else one does. Thelen (1986) stated that meaningful 
learning occurs when the learner relates new information to what he or she already 
knows, and, in the same vein, Viola, Giretti, & Leo (2007) defined meaningful learning 
as “a process in which new information is related with previous knowledge within the 
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cognitive structure of the learner” (p. 64). Meaningful learning can inspire students to put 
forth more effort, retain knowledge, pay closer attention, and be excited about class 
(Davis, 2009; Meyers, 2014). Although much has been written about the importance of 
meaningful learning, little empirical research has been done to show how this idea works 
in practice.  
Anderton (2010) studied two Highly Effective Teaching model schools in order to 
elicit student descriptions of their learning experiences and to understand what 
meaningful learning is from a learner’s perspective. Anderton claimed, “literature exists 
on the essence and structure of meaningful learning, but none exists in regard to Highly 
Effective Teaching model’s potential to foster and support the phenomenon of 
meaningful learning from a learner’s perspective” (p. 11). Five students were selected 
from each of grades three through six. Anderton observed those students’ classes twice 
and conducted student interviews before and after each observation. In addition, the 
students kept a journal recording what they expected to learn in the class (before) and 
what they actually learned in the class (after). Anderton also interviewed the teacher 
before and after each observation. Altogether, the data collected for the study was 
comprised of (a) teacher pre- and post-observation interview responses, (b) student pre- 
and post-observation journal reflections, (c) classroom observations to note student 
behaviors and conversations during the observation, and (d) student responses to 
interview questions. 
The results showed that the students took on the responsibility for meaningful 
learning at the beginning of the class, but by the end of the class, the teachers were 
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expected to create meaningful learning for the students. Over the course of the class, the 
teachers felt increasingly responsible for orchestrating meaningful learning opportunities 
for the students, rather than allowing the students to take the lead in their learning. 
Students indicated that meaningful learning occurred when they were involved in a 
comprehensive, complex learning process. That is, the lesson was balanced between what 
the students already knew and what they were required to learn, and the lesson was a 
“result of a well-designed learning environment where depth of understanding was 
required, yet skillfully articulated to precipitate continuous learning opportunities” (p. 
123). Anderton concluded that students are keenly aware of their responsibility for and 
involvement in the meaningful learning process. The results of this study showed a clear 
need for instruction designed with meaningful learning in mind, as well as consciousness 
of the learner, the learning experiences, and the learning environment on the part of the 
teachers. 
 By contrasting the characteristics of an active learner and a passive learner in the 
same learning environment, Anthony (1996) studied two mathematics students from the 
constructivist point of view toward meaningful learning. This theory purports that 
“learning is a process of knowledge construction, not of knowledge recording or 
absorption” and that “learning is knowledge-dependent; people use current knowledge to 
construct new knowledge” (p. 349). Through the identification of three indicators of 
meaningful learning (elaboration strategies, selective attention, and monitoring and 
evaluation), Anthony determined that, through the constructivist lens, the characteristics 
of the active learner best produced meaningful learning experiences.  
  20 
 
 
 The passive student in Anthony’s study focused on class “activities as work, on 
completion and production rates, and involvement in the social practices of the 
classroom” (p. 363). Anthony found that, as a result, the student used learning strategies 
that accomplished task completion, but not the “cognitive objective for which the task 
was designed” (pp. 363-364). Anthony referred to this as the “mental recycling of the 
given information” and suggested that the knowledge and skills acquired by the student 
“tended to be inert, and available only when clearly marked by context” (p. 364).  
 By contrast, the active learner in the study fully appreciated the difference 
between doing and learning. Anthony wrote that, in observations of the active learner, 
“reflective thinking and elaborations were frequent and appeared to be effective in 
resolving conflicts and constructing new knowledge” (p. 365). Furthermore, the active 
learner was able to adapt himself, the task, and the learning situation to maximize the 
learning opportunities. In conclusion, Anthony claimed that the contrasting learning 
approaches of the active and passive learners illustrated the manner in which each student 
strove to “cope in their world of experience” (p. 365), and was indicative of the ways in 
which meaningful learning experiences do and do not occur. 
 In another mathematical investigation, Nasir (2000) produced a study to help 
understand the way in which thinking and learning relate to the contexts in which they 
happen. By imitating previous studies in mathematics that involve life activities such as 
selling candy, shopping for groceries, and laying carpet, Nasir aimed to draw connections 
between sociocultural activity and cognitive activity. Nasir focused on “the practice of 
basketball among African American boys, in which players not only engage in physical 
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play of their sport but also construct statistical understandings as they calculate their own 
and other players’ statistics” (p. 285).  
Using the theoretical framework of “situated learning,” Nasir argued that the 
nature of cognition is inherently tied to the social and cultural context in which it occurs, 
challenging the long-held belief that socialization and cognition can be studied 
separately. The philosophy of situated learning is grounded in the ideas that meaningful 
learning opportunities are embedded in social activities. Nasir argued, “From this 
perspective, people construct mathematical solutions as they work to accomplish goals 
that arise in cultural practices” (p. 286). 
In order to investigate the differences between how middle school and high school 
basketball players learned mathematical concepts about averages and percentages 
through participating in the sport of basketball and how they learned those same concepts 
in a school-like setting, Nasir (2000) conducted fieldwork and interviews with 16 middle 
school basketball players and 18 high school basketball players. As a comparison group, 
16 high school students who were not involved with basketball were also interviewed. 
The results of Nasir’s study revealed that, when exact answers were the only 
answers counted as correct, there was no difference between the basketball players’ 
scores and the nonplayers’ scores. However, when estimates rather than exact answers 
were counted as correct answers, “the basketball players’ scores on basketball problems 
increased significantly over both nonplayers’ solutions to the same problems and their 
own scores on school problems” (p. 287). Furthermore, when examining problem-solving 
strategies, the basketball players “used specialized solution strategies involving 
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estimation which nonplayers did not tend to use” (p. 287). Nasir’s study demonstrated 
how basketball provides a context for mathematical thinking and how students use their 
everyday activities to gain meaningful learning experiences. 
Similar to my study, Anderton (2010) studied meaningful learning from both the 
teachers’ and students’ perspectives by interviewing teachers and students, as well as by 
conducting classroom observations. Anderton, however, did not focus on a specific 
academic discipline, such as general music, or examine how the curriculum affects 
meaningful learning experiences. Anthony (1996) applied constructivist theory to 
meaningful learning and compared a passive learner and an active learner to determine 
which learning style was best suited to produce meaningful learning. In the study, 
Anthony observed and interviewed only two students and did not investigate teacher 
techniques or compare one type of math class with another. Nasir (2000) implemented 
sociocultural activities and used situated learning to investigate if an every day activity 
that used mathematical skills could transfer to improved math scores in the school setting, 
thereby creating meaningful learning. However, much like Anthony’s study, Nasir did 
not focus on teaching techniques or the experiences of the teachers and students in the 
class. 
In general, there is a shortcoming in the literature on meaningful learning. There 
have been no studies that place two classes side-by-side and investigate the meaningful 
learning experiences of students based on the curriculum choices of the teacher (in this 
case a Western art music focus and a popular music focus). In addition, no studies exist 
that explore the teachers’ experiences in classes where meaningful learning may or may 
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not take place. My study will add to the gap in meaningful learning research by providing 
data related to curricula, teaching techniques, the relation of student outside-of-school 
activities to the subject matter, and the teacher experiences with students who are or are 
not learning in a meaningful way. 
Research on General Music Classes 
Upon examining the relevant literature, I was unable to find other studies that 
involve following high school general music classes over the entire length of a course. 
Scholars have, however, studied the curricula of general music courses (Doebler, 1994; 
Miceli, 1998), student opinions about music education in schools (Campbell et al., 2007; 
VanWeelden & Walters, 2004), the phenomenological approach to music teaching and 
learning (advocating the inclusion of popular music) (Snell, 2007), teacher attitudes about 
including popular music in the music curriculum (Green, 2002; Snead 2010), ways to 
make music education more meaningful to students (Allsup, 2002), and students’ music 
listening habits inside and outside of school (Boal-Palheiros & Hargreaves, 2001; Lamont 
et al., 2003). Pertinent to my study, the literature on general music classes will be 
discussed according to the following categories: Research on secondary general music 
curricula, student and teacher attitudes toward popular music in schools, and popular 
music and its relationship to student interest in music education. 
Research on Secondary General Music Curricula 
Doebler (1994) sought to determine if “a general music course could be 
enjoyable, rewarding, educationally sound, and provide a basis for lifelong involvement 
with a variety of music” (p. 2). By administering a curriculum used to teach students how 
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to conduct pieces of music by repeatedly listening to them, Doebler aimed to answer four 
research questions:  
(a) Will attitudes towards music and personal musical values of students who are 
instructed using this approach show a positive change? (b) Will the students be 
better able to identify, think about, and communicate their expressive reactions to 
music as a result of this course experience? (c) How will students react to this 
course in terms of evaluative feedback relating to methodology and their 
perception of content? and (d) How will junior high school, high school, and 
college students differ in their reactions to the experimental approach? (pp. 11-12) 
 
Doebler based this study on the premise that the traditional general music class 
consisting of guided listening and “drop the needle” tests does “not necessarily convey 
the notion that aesthetic sensitivity is a highly desirable outcome” (p. 4). This 
experimental approach “emphasized conducting, listening and writing… and involved a 
wide variety of Western and non-Western music” (p. 11). The 165 participants were 
junior high school students attending a summer music camp and high school and college 
students who were taking a general music class for one academic term. The students were 
taught the basics of conducting and learned music by practicing conducting recorded 
music, participating in class discussions, and keeping a personal journal. The students 
selected a piece of music, filled out a questionnaire about their selection, and then 
conducted the piece of music to a recording in front of the class. The researcher devised 
the Attitudinal and Personal Values Assessment (APVA) to measure the students’ 
attitudes toward music and personal musical values. The results showed a significant 
increase (p <. 05) in attitudinal and personal musical values for each student from the 
beginning of the study to the end. 
Like Doebler, Miceli (1998) sought to design a new curriculum for high school 
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general music classes. Rather than being conducting-based, Miceli’s purpose was “to 
investigate the viability of an audiation-based general music curriculum that embraces 
The National Standards for music instruction in grades 9-12” (p. v). Miceli carried out a 
pretest and a posttest, in which 15 students sang four etudes after they heard them played. 
The researcher designed tonal and rhythm rating scales and used those scales to score the 
etude performances. In addition to these vocal skills, students learned how to play the 
recorder and the keyboard through audiation-based activities. The results of the posttest 
showed a statistically significant difference between groups (p < .05), suggesting that 
students gain musical knowledge and skills through audiation lessons led by the teacher.  
Campbell et al. (2007) collected 1,155 essays from 13 to 18-year-old students 
who had entered a national essay contest called “Ban the Elimination of Music Education 
in Schools.” This contest allowed students to submit online essays, statements, and 
reflections justifying the continuation of music education in schools.  The students wrote 
their responses outside of school, which freed them to express how they felt “away from 
their teachers’ tutelage, guidance, or facilitation” (p. 223). Students commented on 
music’s role in school and its role outside of school, as well as their opinions about what 
kind of content and teaching methods should be used in schools. Three researchers with 
50 years of combined experience in music education conducted a content analysis of the 
essays and, through qualitative methods and an inductive approach, determined 
categories for the data.  
The researchers found that “music still emerged as highly valued by this sample 
of self-selected adolescents as a central aspect of their identity” (p. 225). Some 
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adolescents indicated that they chose not to participate in music classes in their schools 
due to a lack of musical instruments and styles offered in which they were interested. 
Many respondents expressed appreciation for learning how to play a traditional band or 
orchestra instrument in school. A theme of relevance emerged when students recognized 
in their essays that music is reflective of cultural identity and acts as a means of knowing 
cultural histories and beliefs. They acknowledged that music is integral to American 
society and can be used to identify an individual or group of people. Although the 
majority of the students wrote in favor of music as a subject in schools, some were 
adamant that the absence of instruction on piano, guitar, and electric instruments was a 
glaring omission in the curriculum, referring to rock and popular music as the ‘missing 
pieces’ in school music programs. Many of the students argued that rock music 
instruments needed to be taught in schools.  
In a short survey of 60 adults, VanWeelden and Walters (2004) sought to 
investigate “how adults use music in their daily lives” in order to “tailor general music 
course offerings to best fit our students’ future musical needs” (p. 28). The authors 
surmised that “classroom music experiences and real-life music experiences often 
represent two very different agendas”(p. 28), which was supported by the results of the 
survey. The 60 adults were asked questions pertaining to the four broad areas of music 
making, music reading, music listening, and music consumer practices. Of the 27 
respondents who claimed they had participated in music making activities in high school, 
“less than 10 percent had continued to sing or play an instrument in their adult lives” (p. 
29).  
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Survey responses revealed that one-half of the respondents could read music, all 
60 of them listened to music daily, and those 30 and older had purchased at least one 
musical recording within the past year, while those ages 18-29 “indicated they rarely 
purchased music because it could be easily downloaded from the Internet” (p. 30). The 
authors concluded that “we must continue to engage our students with meaningful 
activities that transfer to the musical experiences they will find beyond the school doors” 
(p. 31), but offered no specific recommendations for implementing this. 
Doebler (1994) provided a new curriculum and approach to teaching general 
music by having students conduct music to a recording, while Miceli (1998) created a 
performance-based curriculum through audiation studies, including singing etudes and 
playing the recorder. Campbell et al. (2007) surveyed teenage students and found that, 
although they highly valued music, they chose not to take music classes at school because 
the offered classes lacked the musical styles and instruments they were most interested in 
(such as rock music). VanWeelden and Walters surveyed adults and found that the type 
of music education being provided in schools is not relevant to adult music experiences. I 
did not focus my study on teaching general music classes by conducting music or through 
audiation-based exercises, but rather I investigated music appreciation classes taught 
through lecture, activities, listening, and class projects in a Western art canon curriculum 
and a popular music genre curriculum, as suggested by the students in Campbell et al.’s 
survey responses.  
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Student and Teacher Attitude Toward Popular Music in Schools 
Snell (2007) used a phenomenological approach to study the teaching and 
learning of popular and other kinds of music. By stressing the importance of lived 
experiences, Snell argued that educators could provide a path to more personal and 
introspective methods of music education using contemporary music. Because of the 
many differing styles of popular music, along with its enormous influences on students 
and society, Snell felt that popular music could be an appropriate focus for a 
phenomenological study of music teaching and learning. Snell wrote, “This dissertation 
considers the importance of popular music in the lives of young people while proposing 
that it be made a central focus in North American music education curricula and practice” 
(p. 4). Snell explained some of the advantages of this shift in content, including that it 
would make school music more appealing for students, help students to transition 
between everyday musical experiences and music teaching and learning in school, and 
show teachers how popular musicians learn, thereby broadening instructional approaches. 
Snell compared how music is taught in North American schools to how students 
learn and experience music in their everyday lives. Even when popular music is 
incorporated into school curricula, Snell argued, “it is often approached and taught in 
much the same way as ‘the classics,’ with an emphasis on large ensemble singing 
and/playing (on band or orchestral instruments) and a reliance on written notation” (p. 6). 
Rather, Snell asserted that popular music teaching and learning should be approached 
with the complete experience in mind, incorporating more informal learning practices 
that are indicative of how popular music is learned in society. Snell emphasized that all 
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aspects of music, such as playing, dancing, listening, and appreciating, should be 
combined, rather than focusing on one facet at a time.  
Differing from Snell, Green (2002) compared and contrasted teacher attitudes and 
values regarding the addition of folk, popular, and jazz styles to the music curriculum in 
England. Green compared the results of a questionnaire sent out in 1982 to a similar one 
sent out in 1998. Both questionnaires asked teachers four questions, “Do you teach (1) 
folk; (2) classical; (3) popular; (4) creative and/or avant-garde music?” (p. 5), but the 
1998 questionnaire contained different language to account for “first, changing 
conventions in the use of terminology between the early 1980’s and the late 1990’s; and 
second, new legal requirements which had been introduced by the National Curriculum 
for England in the interim period” (p. 5). In 1982, classical music was in first place 
among the 61 teachers surveyed; however, in 1998, popular music took over first place as 
the primary subject taught by the surveyed teachers. Teacher attitude had shifted, as they 
“were more likely to perceive the classical area as one music among many” (p. 27).  
In a more focused study, Snead (2010) studied two teachers and seven adolescents 
to investigate the interactions between the musical lives of the students and their school 
music-learning experiences. Using participant observations, interviews, and document 
review, Snead found that there was limited interaction between music experienced inside 
and outside of school because a “distinction between the music experienced outside of 
school and the music that was studied in school was drawn along stylistic lines” (p. 229). 
Students found that in-school music learning focused on written musical notation and was 
teacher centered, while out-of-school music experiences provided opportunities to create 
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original music, consisted of aural transmission from one adolescent to another, and 
involved group decision making and problem solving. 
Snell (2007) and Green (2002) focused their studies on the attitudes of students 
and teachers toward popular music, while Snead (2010) investigated why students viewed 
in-school music learning differently than out-of-school music learning. In implementing 
my study, I did not observe Snell’s specific model of music teaching and learning. 
Although the research-based model that Snell advocated is an optimal method, most 
music teachers do not instruct in such a comprehensive manner; therefore, a study of 
traditional instructional methods was deemed more suitable and better able to answer the 
research questions regarding meaningful learning experiences. A study such as mine 
examining teachers using curricula focused on either Western art music or popular music 
can help scholars and practitioners to understand the differences in the experiences of 
those teachers and students, adding to Green’s and Snead’s research on attitudes toward 
music learning. 
Popular Music and Its Relationship to Student Interest in Music Education 
 In order to consider how students might be more creative and more self-
expressive, and have more meaningful experiences in school instrumental music 
programs, Allsup (2002) studied mutual learning communities with nine high school 
students. The nine students, who all volunteered for the study and were members of the 
same high school band program, elected to split into two randomly chosen ensembles. 
They were then given the task of composing and performing a piece of music in small, 
like-minded communities. The students became a part of the design of the study. As a 
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result, they were expected to make decisions as a group pertaining to rules and protocols, 
and to help with the analysis of the data. With the researcher facilitating, the students 
were to use improvisation and group problem solving to complete the task. The students 
were “encouraged to explore their band instrument, any available percussion equipment, 
or an instrument from home” (p. 15). Group I composed and performed their music not 
with their primary band instruments, but rather with instruments such as electric guitar, 
bass, synthesized piano, and drums, while Group II chose to compose and perform their 
music with traditional concert band instruments.  
 The instruments that the students chose to use in their compositions and 
performances played a large part in how the groups practiced and what the groups 
performed. Group I, with the rock band instrumentation, behaved in much the same way 
as a rock band would—putting together compositions through jam sessions, and 
collaborative compositions, or what Allsup labeled as “garage-band” style. This group 
began their composition sessions with each member quietly improvising and with no 
musical objective established. Once a tune or theme emerged, members of the group 
joined in, adding their own elements. In effect, the music making became communal 
property.  
Group II chose to write their music by determining tonality, historical style, 
orchestration, and tempo before entering the first stages of music making. The students 
considered this approach to be “classical” in nature and found the process to be more 
difficult than Group I did using their “garage-band” method. Rather than working as a 
group on their composition, Group II students worked individually and then attempted to 
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put their ideas together. This collaboration eventually led to the creation of a 1930s swing 
style tune. Allsup found that “classical” music was less productive to the group 
composition or community-making process than the free form process of the “jam band,” 
which allowed students to compose and perform more easily as a unit. Allsup stated: 
Context, thus, may take the form of a popular tradition like progressive rock, a 
contemporary brass ensemble, or the reimagining of 1930s swing music. The 
materials that students choose to explore will represent a world that is theirs, a 
world that defines who they are. (2003, p. 37)  
 In another study on popular music in the general music class, Lamont et al. (2003) 
studied young people’s music both in and out of school by examining the perceived and 
documented problems of school music, particularly at the secondary level. The 
researchers looked at four issues: “teachers’ approaches to music in school; pupils’ levels 
of engagement in musical activities in and out of school; pupils’ attitudes to music in and 
out of school; and pupils’ aspirations in music” (p. 229).  
Phase one of the two-phase study involved administering a student questionnaire 
to 1,479 students in grades four, six, seven, and nine from 21 schools, and conducting 
open-ended interviews with 42 teachers. Phase two focused on a smaller group of 
students (134) who were chosen for a more in-depth follow-up study of their musical 
experiences and attitudes.  
Lamont et al. found that, although the teachers and students had very positive 
attitudes toward music, student commitment to musical activity was more prominent out 
of school than in school. The researchers also found that “a good deal of lower secondary 
school music seems to be unsuccessful, unimaginatively taught, and out of touch with 
pupils’ interests” (p. 229). The results of the teacher interviews showed an overall very 
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positive attitude toward music and a continued commitment to music despite budgetary 
issues, time pressures, and a lack of skilled teachers. The teachers reported that the 
introduction of world music and the increased use of music technology were new 
curriculum initiatives designed to help achieve student access to and improve the 
relevance of school music. 
 The authors found that almost all student respondents to the questionnaire listened 
to recordings for up to 13 hours per week and that 90% of the listening was to popular 
styles such as pop, dance, rock, or R& B. Comparing teacher and student attitudes to 
previous research, the researchers discovered that: 
The previously documented problems with secondary school music are not 
supported by the current research. It is possible that the shift in teacher attitude 
reported by Green (2002) may be beginning to have an effect in the classroom and 
that the inclusion of active music-making across a range of musical styles and 
genres is promoting a positive attitude amongst pupils, enabling them to assert a 
degree of ownership over their music-making that is far less possible with 
classical music. (p. 239)  
Boal-Palheiros and Hargreaves (2001) studied how music functions cognitively, 
emotionally, and socially for individual listeners. Instead of focusing on classroom 
listening, the researchers investigated all music listened to by young adults without 
passing value judgment on the seriousness of it, and compared the different contexts of 
listening to music at home and listening to music in school. These comparisons included 
how, why, where, what, for how long, and with whom. Theorizing that, at home, students 
have a choice in these contexts, but at school, students do not, the researchers wrote:  
These contextual differences mean that children may well develop different 
attitudes towards music listening at home and at school: home music listening 
may be more significant to children because it fulfills functions that are more 
valued by them than those fulfilled by school. (p. 104) 
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Through their study, Boal-Palheiros and Hargreaves offered reasons for the 
significant decline of the popularity of music in schools from the elementary grades to the 
secondary grades found by Harland et al. (2000). Boal-Palheiros and Hargreaves 
suggested that such a decline was due to a lack of motivation as a result of inappropriate 
teaching, and “a cultural ‘dissonance’ between the content of secondary school music 
lessons, and the music that adolescents listen to outside school” (p. 105).  
By comparing interviews of 60 primary and 60 secondary school students in the 
UK and Portugal, the researchers aimed to present a cross-cultural perspective. The 
structured interviews consisted of 10 open-ended questions that covered the role of music 
listening in leisure time, the specific aspects of listening to music at home, and the 
specific aspects of listening to music at school. When responding to questions about 
listening to music at home, 62.1% of the secondary students reported listening to music 
every day; however, when asked whether they listened to music at school every day, only 
35.8% answered in the affirmative. Sixty-three percent of respondents wrote that they 
listened to music at home because they enjoyed it, while 52.9% of secondary students 
labeled school music lessons as boring. When comparing primary and secondary school 
students, and British and Portuguese students, the researchers noted, “There were no 
significant age or national differences among the four groups, although the older British 
participants were generally more critical of the school music repertoire” (p. 112). 
Upon analysis of the reasons why students liked or disliked music content in 
schools, Boal-Palheiros and Hargreaves found that older students referred significantly 
more to musical style than did the younger students. The authors provided specific quotes 
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from students with regard to which style of music they would rather learn: 
Children clearly preferred modern/pop to old/classical music: ‘I don’t like 
fifteenth century stuff like that…I can feel it is old’. ‘I didn’t like that music of the 
Middle Age, they were shouting “Alleluia’”.  Classical music ‘is long and boring, 
it is not dramatic’. Pop music ‘is dramatic, it’s faster and it has a wide range of 
instruments’. The musical elements most frequently mentioned were tempo and 
beat. Classical music was associated with features like ‘instrumental’ and ‘slow’, 
whereas children preferred ‘vocal’ and ‘fast’ music: ‘You don’t have any words in 
it, I don’t understand what I am listening to’; ‘I don’t get the beat of it’; ‘It is 
slow, like you can’t really dance to it’. As far as emotional mood is concerned, 
most children liked ‘lively’ and ‘relaxing’ music, and disliked ‘boring’ music. An 
older British boy expressed his difficulty in understanding school music: ‘It is 
boring, I don’t like it. It’s just boring. I can’t get into in’. (p. 115) 
Through the study, the authors surmised that music listening at home fulfills 
emotional and social functions, while music listening at school mainly serves a cognitive 
function; therefore, one of the most important reasons for children disliking music in 
school might be their stronger tie to the emotional and social functions of music.  
North et al. (2000) studied the importance of music to adolescents in Great 
Britain. The premise of the study was the idea that “there can be little doubt that music 
out of school is a vitally important part of the lives of most teenagers, and that we should 
perhaps focus on the disjunction between music at school and music at home, which 
appears to widen rapidly in early adolescence” (p. 256). For the study, 2,465 adolescents 
between the ages of 13 and 14 who were in their ninth year of schooling were asked to 
respond to an 8-page questionnaire. The questionnaire was designed by the authors in 
order to assess the students’ degree of involvement with music by asking them to rate 
how important listening and playing music was as compared to a list of other activities 
such as shopping. The questionnaire included “a list of 12 potential reasons why they 
might listen to pop music, listen to classical music, play pop music, and play classical 
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music” (p. 259). The data from the questionnaires revealed that adolescents are very 
involved with musical activities. The students reported that a large percentage of them 
either currently played or had played an instrument in the past and reported, “spending a 
great deal of time listening to music, predominantly whilst on their own” (p. 261). In 
addition, they had a clear preference for listening to pop and dance music, and a strong 
dislike for styles such as folk or classical music. 
In an attempt to identify why music is an important part of home life during 
adolescence, the researchers asked students to respond to a series of 12 statements 
concerning why their peers might listen to or play either classical or pop music. The 
differences among the responses to these statements indicated that the students believed 
that their peers would listen to or play pop rather than classical music: 
in order to enjoy the music, to be creative/use their imagination; to relieve 
boredom; to help get through difficult times; to be trendy/cool; to relieve 
tension/stress; to create an image for him/herself; to please friends; and to reduce 
loneliness. In contrast, respondents believed that people listen to classical rather 
than pop music in order to please parents and to please teachers.” (p. 263) 
 
Allsup (2002) and Lamont et al. (2003) showed how performing students (“active 
music makers”) engaged in and took ownership of their own musical education when 
they were allowed to study music in ways that connected with their experiences. In my 
study, I sought to determine if students have those same kinds of meaningful learning 
experiences when they are learning music in a classroom setting with a curricular focus 
on Western art music or on popular music. A class in which the students learned music 
through studying how to listen, analyze, and put musical trends into historical contexts.  
Expanding on Boal-Palheiros and Hargreaves’s (2001) and North et al.’s (2000) 
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studies regarding student interest in popular music, I sought to determine if including a 
range of musical styles and genres in the school general music class would promote 
meaningful learning experiences among students. I examined whether a general music 
curriculum focused on popular music would provide additional meaningful learning 
experiences for students than a general music class focused on Western art music.  
Summary of Relevant Literature 
 Although previous authors’ writing about secondary school general music have 
focused on the need for a specific curriculum, none of their studies have been designed to 
specifically examine what students value in a general music class; if and how meaningful 
learning experiences are affected by teaching techniques in a general music class; and if 
and how meaningful learning occurrences affect teacher experiences while teaching the 
general music class. My study fills these gaps in the literature. I examined how subject 
matter and teaching techniques affect meaningful learning experiences for the student, 
and overall student and teacher experiences in a general music class with a curriculum 
focused on the Western art canon and one with a curriculum focused on popular music. 
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Chapter 3: Methodology 
The purpose of this study was to explore the experiences of students and teachers 
in a traditional high school general music class and a popular music-focused general 
music class. I used a qualitative comparative design to examine the experiences of 
students and teachers in two high school general music classes in a Tennessee public 
school system. I collected qualitative data using ethnographic techniques. The data 
stemmed from three formal interviews with the teachers and students, six classroom 
observations of each class, and a review of classroom archival documents. I used 
interpretive coding guided by a constant comparative approach to analyze the data. 
The following research questions guided this study: 
1. Which aspects of the subject matter of a traditional general music class 
and a popular music class appear to provide meaningful learning 
experiences for the students? 
2. Which aspects of the teaching techniques of a traditional general music 
class and a popular music class appear to provide meaningful learning 
experiences for the students? 
3. What are the experiences of the teachers and students within a 
traditional general music class and a popular music class? 
Design of the Current Study 
Yin (2003) wrote, “A research design is the logic that links the data to be 
collected (and the conclusions to be drawn) to the initial questions of study” (p. 19). In 
this study, I used a multiple-case study design, which Merriam (1998) described as 
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collecting and analyzing data from several cases (p. 40). As Yin (2003) elaborated, 
“When using a multiple-case design, a further question you will encounter has to do with 
the number of cases deemed necessary or sufficient for your study. However, because a 
sampling logic should not be used, the typical criteria regarding sample size also are 
irrelevant” (p. 51). I studied teachers and students from two high school general music 
classes, which reflected two extremely different curricula in an attempt to answer the 
research questions. Yin (2003) referred to this as a “two-tail design in which cases from 
both extremes have been deliberately chosen” (p. 52).  
Participant selection  
In order to avoid potential privacy issues and to address the general research 
concerns of the participants, I changed all of the participant names to aliases and changed 
the names of the participating schools. I obtained informed assent from all participants, as 
well as informed consent from the students’ parents. I followed all Institutional Review 
Board (IRB) guidelines, including informed assent, parental consent, right to anonymity, 
treatment of human subjects, and ethical confidentiality of documents. 
School selection. Two high schools in a school system in the East Tennessee area 
were selected for this study. I selected this particular school system because each of the 
13 high schools in this system offers both a traditional general music class (which they 
label “Music For Listeners”) and a popular general music class (which they label 
“Development of Rock ‘n’ Roll”). The large number and wealth of experience of the 
general music teachers who teach these two types of general music classes in this school 
system made it possible to select participants who would help to inform my study and 
  40 
 
 
answer my research questions.  
Teacher selection. The participants were two teachers, their two classes as a 
whole, and three high school students from each of the classes at two different schools in 
selected school system. I chose one teacher and three students from a traditional general 
music class, and one teacher and three students from a popular general music class.  
In order to purposefully select teachers, I visited the websites of the 13 high 
schools in the school system and made a list of all of the music teachers who taught the 
Music for Listeners classes and the Development of Rock ‘n’ Roll classes. I sent an 
introductory email to a total of 26 teachers at 13 high schools inquiring if they would be 
willing and able to participate in the study. Of the 15 teachers who responded to the 
initial email, 10 responded that they could participate, while 5 responded that they could 
not participate. Those who could not participate stated reasons such as pregnancy leave, 
job change, or uncertainty about teaching that same class in the next semester.  
Once I received the affirmative responses from the teachers, I began an 
examination of the schools where those teachers taught and investigated the 
demographics of the students who attended those schools. I contacted the schools’ 
guidance departments and had them send me informational data sheets that provided 
information such as school size, average family income, location, and graduation/dropout 
rate. I conversed through email with the teachers who had shown interest in participating 
to gain information about their class schedules, the number of semesters he or she had 
been teaching the class, their education level, the number of students enrolled in the 
general music class each semester, and the time of day the general music class met. 
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Following this investigation, I chose one teacher who taught a traditional general music 
class (Mrs. Molly Cash at Bain High School) and one teacher who taught a popular music 
class (Ms. Mary Lees at King High School) for the study. The school system 
administrators approved my request to conduct research, both school principals signed a 
Letter of Participation, and both teachers signed an Informed Consent Form (see 
Appendix A). These two teachers were chosen because of similarities in school 
demographics, teaching experience, and class specifics. I wanted to ensure that the 
teachers, students, and classes would be as analogous as possible.  
Student selection. All of the students in both classes were asked to obtain parent 
permission (Appendix B) and to provide student assent (Appendix C) in order to 
participate in the study. On the first day of class, I explained the study to the students and 
read them the permission and assent forms, which included information explaining the 
nature of the study and their role in it. All of the students signed the student assent forms 
on the first day of class. The parent permission form was sent home with the students and 
returned to the teacher within one week. I left extra forms with each teacher in case other 
students were added to the class later. Before my first observation, all of the students and 
parents of each class had returned their signed parent permission and student assent 
forms. No students in either class opted out of participating in the study.  
In order to choose the six students who would participate in the interviews, I 
consulted both teachers for information about the possible participant pool, seeking 
knowledge about which students would be most likely to see the class through to its end. 
Care was taken not to choose students who were considered to be high drop-out risks or 
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students who had a history of bad attendance at school. Since all of the students had 
returned their parent permission and student assent forms, every student was considered 
as a possible interview participant. After conferring with both teachers, I made a list of 
the names of 40 viable possible participants – 20 from each school. I spoke with those 
students as a group regarding the need for them to complete the course and provide 
truthful statements during interviews. Since all 40 students agreed to participate in the 
interviews, the students’ names were put into a bag, and three students from each class 
were randomly selected to participate. The students were randomly chosen in an attempt 
to ensure equal class representation of personality, intelligence, gender, and musical 
experience.  
Data Collection 
Data collection methods included interviews, observations, and archival document 
collection. I interviewed each of the two teachers and six students three times and 
observed both general music classrooms six times.  
Teacher interviews. In the two days before each course began, I met with the two 
general music teachers individually in the their offices. Each interview lasted between 25 
and 30 minutes. I conducted these interviews in a semi-structured manner as described by 
Hancock and Algozzine (2011):  
Researchers ask predetermined but flexibly worded questions, the answers to 
which provide tentative answers to the researchers’ questions. In addition to 
posing predetermined questions, researchers using semi-structured interviews ask 
follow up questions designed to probe more deeply into issues of interest to 
interviewees. In this manner, semi-structured interviews invite interviewees to 
express themselves openly and freely and to define the world from their own 
perspectives, not solely from the perspective of the researcher. (p. 45) 
 
  43 
 
 
In order to answer the third research question, “What are the experiences of the teachers 
and students within a traditional general music class and a popular music class?” as well 
as to discover how the teachers provided meaningful learning experiences for the 
students, I asked open-ended questions, allowing the teacher the freedom to answer in 
any way she chose (Appendix D). I asked questions related to the teachers’ curriculum 
plan for the class, their excitement level and attitude about teaching the class, any 
previous successes or failures with teaching the class, the particular strengths and 
weaknesses they perceive themselves to have in teaching the class, the historical general 
level of musical knowledge of the students in the class, their past experience with 
classroom behavioral issues, their style of teaching, their evaluation methods, the project 
assignments for the class, and their ultimate musical achievement goals for the students. I 
asked follow-up questions depending on the responses in order to learn about the way the 
class was taught, the attitude of the teacher toward teaching the class, the teachers’ 
expectations of the students in the class, and their knowledge of the students’ prior 
musical experiences. As the teacher answered questions, I listened for answers that may 
relate to their knowledge and/or practice of providing meaningful learning experiences 
for the students.   
The second teacher interviews took place toward the middle of the course in much 
the same manner as the first. I went to the teachers’ offices and conducted the interviews 
during their planning periods. I asked open-ended questions seeking the teachers’ 
opinions of how the class was going thus far, any behavioral issues that had arisen with 
the students, the achievement of the students, the perceived content interest of the 
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students, their personal enjoyment teaching the class, and any anticipated changes in 
instructional approach or curriculum for the second half of the course. In listening to the 
responses, I looked for answers that pointed to meaningful learning opportunities for the 
students, or lack thereof. 
The third interviews occurred toward the conclusion of the course, during the last 
week of school. They were held in the teachers’ offices during their planning periods. I 
used open-ended questions to seek the teachers’ impressions of the class as a whole, the 
behavioral issues that had occurred during the semester with the students, the academic 
achievement of the students, the perceived content interest by the students, their level of 
enjoyment having taught the class, and any anticipated changes in instructional approach 
or curriculum for the next time they teach the class. (Appendix D). The teachers’ 
observations of meaningful learning experiences were especially noted. 
Student interviews. I interviewed the six participating general music students 
three times each. The students were taken out of their general music classes for 20 to 30 
minutes for each one-on-one interview. The interviews took place in their teacher’s office 
at the beginning of the semester, the middle of the semester, and the end of the semester. 
In order to allow the students to speak freely and to avoid implementing a bias 
regarding meaningful learning that may have skewed their answers, I asked the students 
open-ended questions that pertained to them individually, as well as about their 
perceptions regarding the class as a whole. The students were free to comment on a 
question as it related to them, but also as it related to the entire class when appropriate. 
They were asked how the class was going at the given time; overall class behavior; if the 
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class topics and lectures related to their social life; their enjoyment of the music being 
presented in class; their teacher’s enthusiasm, attitude, and preparation; and what they 
had enjoyed learning most and least in the class. I asked follow-up questions depending 
on the answers the students gave if I needed further information to gain insight into 
meaningful learning, engagement, enjoyment, and behavior (Appendix E).  
Observations. I collected data through classroom observations. Hancock and 
Algozzine (2011) described the difference between an interview and an observation as: 
“Unlike interviews, which rely on participants’ sometimes biased perceptions and 
recollections of events, observations of the setting by a case study researcher may provide 
more objective information related to the research topic” (p. 51). I conducted six on-site 
classroom observations of each class that included taking detailed field notes on the class 
as a whole. I observed all of the students as it pertained to their participation, attentive 
note taking, indications of attentive listening to the teacher and musical examples, 
perceived attitude about the subject matter, and behavior. I observed perceived teacher 
enthusiasm, classroom interruptions, class attendance, use of audio/visual aids, classroom 
appearance, class discussions, bulletin boards, organization of lessons, pacing of the 
class, and progress in terms of the curriculum. My role was mostly as an observer only, 
although occasionally the teachers would ask for my input on certain topics being 
discussed during the classroom observations (Appendix F). 
While gaining parental permission and student assent, I described the study to the 
classes and instructed the students to always behave as they normally would. During the 
observations, I only interacted with the students when appropriate (such as when a 
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student asked me a question or when a student group needed a musical example that I had 
on my computer) and as needed by asking questions and starting conservations. 
Archival documents. Archival documents, including vocabulary worksheets, 
graphic organizers, tests, quizzes, guided notes, and video worksheets, were the third 
form of data collected. Creswell (2008) wrote:  
Documents represent a good source for text (word) data for a qualitative study. 
They provide the advantage of being in the language and words of the 
participants, who have usually given thoughtful attention to them. They are also 
ready for analysis without the necessary transcription that is required with 
observational or interview data. (p. 231)  
 
At the beginning of the study, I gave each teacher a plastic file folder in which to place 
copies of all handouts given to the students over the course of the semester. Upon each 
classroom visit, I collected the documents from the plastic file folders and stored them in 
a larger folder that was dedicated to that particular music class. On observation days, the 
teachers handed me the documents directly, which I then stored with the other handouts I 
had already collected. Some of the documents were created by the teachers, while others 
were copied from a book, workbook, or printed off of the Internet.  
Data analysis   
I recorded each teacher and student interview on a MacBook Pro laptop computer 
using GarageBand software. The recordings were shared to iTunes in an mp3 format then 
imported into the Amazing Slow Downer program. This program allowed me to slow 
down the speed of the recording without changing the pitches of the voices, which 
provided me with a better and more accurate transcription capability. I then transcribed 
the interviews into a Microsoft Word program. 
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I coded the transcriptions of the field notes and organized them into themes or 
categories corresponding to the theoretical framework that included meaningful learning 
experiences for the students and the overall experiences of the teachers and students. I 
looked for any other emerging themes as well. As Merriam (1998) explained, “Coding 
occurs at two levels – identifying information about the data and interpretive constructs 
related to analysis” (p. 164). In the first round of coding, I used open coding to organize 
and arrange the data into themes, categories, and trends with which to compare the 
interviews and classroom observations.  
Upon reviewing the data a second time, I employed axial coding to find 
relationships that occurred between specific themes or categories. For example, one 
teacher responded in an interview that she thought her students were not interested in the 
subject matter, while the other teacher expressed that her students were very interested in 
the subject matter. During classroom observations, one group of students was not actively 
involved in classroom discussions, while the other group of students was extremely 
active in classroom discussions. Selective coding was used to integrate the categories in 
order to form a storyline. All coding was done using the HyperRESEARCH computer 
program. 
I reviewed the collected archives of vocabulary worksheets, graphic organizers, 
tests, quizzes, guided notes, and video worksheets with respect to the themes that had 
emerged in the interviews and classroom observations in an effort to establish 
triangulation. Upon reviewing the themes from classroom observations and participant 
interviews, I organized the collected documents into the emerging categories and used 
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them to substantiate observations and interview responses. 
Trustworthiness. In order to validate the data collection and analysis of the 
transcriptions of the interviews, I returned the transcriptions to the teachers and students 
for “member-checking,” defined by Hancock and Algozzine (2011) as “the act of taking 
information back to the participants so that they can judge the accuracy or credibility of 
the account” (p. 92). After they had read my interpretive themes, I asked the teachers and 
students to write comments about the findings in support or in dispute of my conclusions. 
I used those comments to confirm what I had transcribed or to make changes to the 
transcriptions as needed. Continually checking these statements throughout the course 
was of highest priority in order to determine truthfulness.  
In order to further establish truthfulness, I triangulated the data collected in 
classroom observations with the participant interview responses and the collected 
documents. In addition, I sought trustworthiness through peer examination, defined by 
Merriam (1998) as “asking colleagues to comment on the findings as they emerge” (p. 
204). I asked a former colleague to be the peer examiner for the classroom observations. 
By reading my notes about the classroom observations, the peer examiner helped to 
validate my findings and accounts of the classroom observations. After each classroom 
observation, I sent my field notes to my peer examiner (with whom I formally taught and 
who has experience in case study research). We were able to discuss the data collection 
process, the emerging themes, and the coding process with each other in order to help me 
to verify my findings. The peer reviewer was particularly helpful in pointing out 
meaningful learning experiences in the Music for Listeners class that I had overlooked.  
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I triangulated the archived classroom documents with the classroom observations 
and participant interview responses by comparing the content in the documents to the 
themes that had emerged in the interviews and classroom observations. I used these 
documents to substantiate the teachers’ curriculum concerns, the teachers’ interview 
comments pertaining to busy work for students, and the students’ interview comments 
regarding long worksheets, video sheets, and the endless amounts of notes.  
Research Timeline 
Upon receiving approval from the Boston University Institutional Review Board, 
I conducted the interviews and class observations throughout the spring semester of 2011. 
The interviews and observations occurred over a 5-month period, representing one 
semester of instruction for the high-school classes on a 4x4 block schedule.  
Chapter Summary 
For this multiple-case study, I collected data through interviews with one teacher 
and three students from each of the two classes, six observations of each class, and the 
collection of archival documents. I purposefully selected the two teachers and their 
classes, while the pool of student participants was purposefully narrowed, then randomly 
selected. 
I interviewed both teachers and all six students three times and observed each of 
the classes six times. Data were coded and organized into themes and categories. The 
data underwent peer review and member checking in order to ensure trustworthiness of 
the data and analysis. Data collection lasted for a period of five months, or one academic 
semester in the spring of 2011. 
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Chapter 4: Music for Listeners Class at Bain High School 
In this chapter I will address the traditional general music class studied. The 
narrative will be presented by combining my experiences of each class visit with 
interview information from the teacher and students. Demographical information about 
the school, professional biographical information about the teacher, and structural 
information about the class and classroom will be provided initially to help provide a 
context and perspective for the reader. 
Demographics of the School, Biography of the Teacher, and Structure of the Class  
Demographics of Bain High School 
Bain High School is a suburban school with a middle-to-upper class socio-
economic background and a student body that is predominantly white. The school’s 
profile sheet (County School Profile Sheet, 2011) describes the school as being located in 
a middle/upper income community in the fastest growing sector of town (p.1). The 
parental community is “largely professional in nature drawing from [its] close proximity 
to science, engineering, medical, legal and university arenas” (p.1). In 2011, there were 
111 faculty members, 5 administrators, 5 counselors, and 2 librarians on staff at Bain 
High School. 
In the 2009–2010 school year, 94% of the graduates of Bain High School attended 
college with 64% attending four-year institutions, 30% attending two-year institutions, 
1% entering the military, and 5% going directly into the work force. The average SAT 
score at Bain High School in the 2009–2010 school year was 1,711 out of a possible 
2,400 points, while the average ACT score was 22.9 out of a possible 36. In the 2009–
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2010 school year, the student enrollment was counted at 1,986 students, with around 500 
students in each grade level. The National Diploma Initiative mandates the 28 credits a 
Bain student must complete to graduate, which includes three credits in electives such as 
the fine arts. Students take four classes a semester for 90 minutes each day for 90 days. 
The students earn eight credits per year, which is a total of 32 credits over the course of 4 
years. 
Professional Biography of Mrs. Molly Cash 
Mrs. Molly Cash teaches the Music for Listeners class and is the band director at 
Bain High School. She has a Bachelor of Music Education degree from the university in 
the town where she now teaches, and her principal instrument is the flute. While in 
college, Cash was the piccolo section leader in the marching band, played flute in the 
Wind Ensemble, and married the drum major of the marching band. She is still active 
with the university’s athletic band program as she organizes alumni pep bands to play at 
holiday basketball games and pep rallies.  
Cash’s goal in college was to become a high school band director. She was hired 
at Bain High School in 2001 as the assistant band director, a position she held for 4 years. 
The head band director took another job in 2005, and Cash was promoted to replace him. 
Her class load includes rehearsing the Bain High School Marching Band, conducting the 
Wind Ensemble, and teaching the Music for Listeners class. She works with an assistant 
band director who also rehearses the Marching Band, conducts the Symphonic Band, and 
teaches the music theory class. In addition to these band and music classes, Bain High 
School offers an orchestra, choir, and a Development of Rock ‘n’ Roll class.  
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Before this semester, Cash had taught the Music for Listeners class nine times. 
Her focus in the class is on the historical aspects of music with an emphasis on having the 
students appreciate what they hear. She highlights composers and important pieces of 
music from the Middle Ages through the twentieth century. As she explained, “They 
don’t have to like or love it, but I want them to intelligently talk about it” (I-MC1p1). 
Although she acknowledges that some students do voluntarily register for this course, she 
feels as if the guidance office uses her class as “a dumping area for students who have 
holes in their schedules or for students who need a fine arts credit” (I-MC1p1). She is 
hopeful that she is teaching them something that will help them appreciate all music 
rather than just the one genre they normally listen to. However, she stated that the class is 
“not the reason I come to work every day” (I-MC1p1). She also commented, “Do I wake 
up every morning excited about teaching this class? No” (I-MC1p1). 
Cash believes that teaching this class is not one of her strengths. She said, “I don’t 
think I teach this class well. I feel like the more effort I try to put into it, the worse I make 
it” (I-MC1p3). She then changed her thoughts on the topic, and stated, “Holding the kids 
accountable is a strength I have. I would like to say planning, but when you don’t have a 
textbook, it’s really difficult to do that” (I-MC1p3). She admits that it has taken her nine 
semesters to get all of her lectures onto Active Inspire slides (a school-owned program 
similar to PowerPoint), and she feels a sense of accomplishment about this. She describes 
her weakness in teaching the class as not giving the students enough real concrete 
musical experiences. She explained: 
I feel like a lot of the time it becomes a history course. Here’s the information, 
now I am going to test you on that knowledge. I think more projects and them 
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being involved in the assignments would teach them more about the elements and 
the particular time periods of the history of music. (I-MC1p3) 
 
Structure of the Class 
The Music for Listeners class meets everyday during second period from 10:00 to 
11:45, but starts with a mandatory 15-minute school-wide reading period. The class 
meets in a portable classroom, rather than in the band room or in a traditional classroom 
inside the school. The class is populated by a mix of ninth, tenth, eleventh, and twelfth 
graders and fulfills the state’s three-credit Fine Arts requirement for graduation. There is 
no state-adopted textbook for this class, and the school does not own any music 
appreciation type textbooks. General Music and Music History are the two statewide 
high-school elective music courses for which the state board of education has developed 
standards. Those nine standards are the same for both classes and include singing, 
playing instruments, improvising, composing, reading and notating music, listening to 
and analyzing music, evaluating music and musical performances, making 
interdisciplinary connections, and understanding historical and cultural relationships. 
Since Bain High School does not refer to its Music for Listeners class as a general music 
class or a music history class, the school does not require Cash to adhere to the above 
standards. Nevertheless, this is the class students take to gain their three credits for Fine 
Arts. 
The Music for Listeners class meets immediately after the Bain High School 
Wind Ensemble rehearsal. There is always a sense of urgency for Cash during the six 
minutes between these two classes. Because the class does not meet in the rehearsal 
room, Cash has to gather any personal belongings and class materials she might need 
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before walking the 100 yards or so in the elements to the portable classroom. She shares 
the portable classroom with the choir teacher who teaches multiple sections of a 
Development of Rock ‘n’ Roll course.  
The classroom is equipped with 32 chairs and desks, a projector affixed to the 
ceiling, a pull-down screen and white boards at the front of the room, an older style 
television on a TV cart that includes a DVD/VHS player, and a piano keyboard that has a 
tape/CD player on top of it. The walls are covered with past student projects from the 
Development of Rock ‘n’ Roll class, such as student-drawn album covers, Beatles 
posters, history of rock quotes, and local newspaper clippings about upcoming concerts. 
The contents of the classroom and the artwork on the wall are all associated with the 
Development of Rock ‘n’ Roll class.  
There are a total of 32 students in the Music for Listeners class. Five of the 
students are African American and 27 are white. There are 14 females and 18 males. The 
class consists of four freshmen, ten sophomores, ten juniors, and eight seniors. Cash feels 
that student behavior varies from semester-to-semester depending on the combination of 
students in the class. She stated, “Normally, they are well behaved, they come in, they 
approach the class” (I-MC1p1). She observes, however, that toward the end of the 
semester the students tend to “kind of get a little lazy” because they do not take the class 
as seriously as other classes. Nevertheless, she has never had to write a referral to the 
office for a student due to behavioral problems (I-MC1p1). 
For the first 15 minutes of every class, the students are required to read something 
of their choosing. This reading activity is done each day during every second period class 
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across the school. At the end of the 15 minutes, the students are required to write for 5 
minutes in a journal about what they have read or on a topic of the teacher’s choosing. 
Cash struggles with this 20-minute segment of the class, as she has to encourage, re-
encourage, insist, and plead with several of the students for them to read. Statements such 
as, “Please let me remind you that you are supposed to be reading,” and questions such as 
“Where is your book that you are supposed to be reading today?” are common. Often, 
students in the class who do not have any reading material sit and do nothing, indicating a 
very lackadaisical attitude toward the assignment. As a result, the class tends to begin 
each day with a negative overtone and an immediate “push back” from the students. 
When not asking students to read, Cash uses the 20 minutes to open her Active Inspire 
presentations on the classroom’s computer, to write the lesson plan or the order of the 
day’s class activities on the board, and to organize the papers she plans to hand out to the 
students in the upcoming class lecture or activity. Cash had mixed feelings about this 20-
minute time period. Because of the short turn around time between classes, and the fact 
that she has to move classrooms to teach, she is grateful for the extra 20 minutes to “get 
her act together.” At the same time, she feels like, “the students really fight me on the 
reading thing. We are forced to do it by the administrators, but it creates tension in the 
class from the start” (I-MC2p1). 
Cash views the lack of a state issued textbook as a preparation issue for her. She 
feels as if the information she gives to the students is based on her own knowledge and 
that “preparation is hard for the lessons” (I-MC1p1). Cash listed the multiple sources of 
information she uses when preparing to teach her lessons, citing, “The Internet, books, 
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other teachers, and a lot of lesson plans off the Internet. Even after nine times of teaching 
it, I still have to do a lot of preparation” (I-MC1p2). Cash uses a combination of several 
different means and activities when presenting the course material. Often, she lectures 
while students take notes from an Active Inspire presentation; occasionally she asks the 
students questions in order to elicit responses; when she shows movies, the students are 
required to fill in worksheets about the movie; and during some class meetings, the 
students are placed into small groups for activities such as relays and word searches. The 
students are required to keep a Listening Log for the whole semester to keep track of the 
music they have listen to in class. To prepare for quizzes and tests, they can study those 
logs in order to be able to list the title, composer, time period, and descriptions of the 
pieces they have heard. When the students are preparing for individual or group 
presentations, Cash takes them to the library for research work. She finds that the 
students respond best to interactive activities such as projects or research papers. She 
stated, “Basically, when they kind of get to go work on their own or in small groups, 
doing something without me lecturing to them, I think they do best” (I-MC1p2). She also 
feels that the students enjoy those projects more. As she reflected, “They are very kind so 
they sit through the lecture and take the notes because they know that is what they have 
to do, but it is not their favorite” (I-MC1p2). 
Grades in the Music for Listeners class are largely based on quizzes, which occur 
almost every other day. The county mandates an End of Course Exam (EOC) that counts 
for 20% of their grade, and the other grades come from “completion work,” which is an 
assignment that has been completed and turned in, but not necessarily checked for correct 
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answers. Notebook checks and video worksheets are examples of completion work 
grades. The quizzes are formatted with multiple choice questions, short answer replies, 
fill in the blank sentences with a word bank, graphic organizers that the students are 
asked to complete, and identification of listening examples.  
At the end of the semester, Cash expects the students to be able to intelligently 
discuss different genres of music and to appreciate them. They are not required to attend 
a live performance, but she tries to expose them to a performance by suggesting concerts 
they could attend. Some of the students who take the class have experience playing the 
drum set or guitar, and may even have their own band, but very few have been in 
performing classes such as band, orchestra, and choir. Others, like Henry, a tenth grade 
student in the class, play popular music instruments, but used to be in the school band. He 
currently plays the acoustic guitar and drums, but he used to play the trumpet in middle 
school band.  
In order for the students to gain a “performing” experience, Cash incorporates a 
“stomp performance” when teaching them how to read a few simple rhythms. She 
describes it as “a generic overview.” The students do a group project where they use 
different objects to create a rhythmic “song” (I-MC1p1). 
Cash claims that the pass/fail rate for this class has always been “pretty good” (I-
MC1p2). She explained that the school has a large focus on student pass rates and that 
teachers are expected to contact the parents of those students who are not succeeding. 
This communication has proven to be successful in raising student pass rates. However, 
“Compared to band,” she said, “the attendance for this class is not as good, but I think 
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band students generally attend school better” (I-MC1p2). She notices that students have a 
tendency to schedule their doctor and dentist appointments during her class and notes that 
there are at least one or two students absent every class meeting. 
Cash feels like the students who take this class are not initially interested in the 
subject, but once they are in the class, they do find some of the topics interesting. She 
noted, “What I have found is that most of them do not sign up for the class on their own. 
By the time they get done with the class they are like ‘Well, I’m glad that’s over!’ It’s a 
lot of work, but I hope they find something interesting about it” (I-MC1p3). In 10 years, 
she wants them to remember how to appreciate different kinds of music, become concert 
attenders, and remain open to listening to different kinds of music because of what they 
learned in her class. 
A Semester with the Music for Listeners Class 
First Visit 
I currently live in Bradenton, Florida, so must fly to Tennessee to visit the Music 
for Listeners class. My day begins at 2:30 a.m. when I arise, get dressed, and get in my 
car to leave for the Tampa airport by 3:30 a.m. I arrive in Tampa at 4:30 a.m. to board my 
5:15 a.m. flight. After one stop in Charlotte, North Carolina, I arrive in Knoxville by 8:30 
a.m. Of course, when I left Florida, the temperature in Tampa was 75°F, but when I 
landed in Knoxville, the temperature was 33°F! I must remember to wear warmer clothes 
on the next trip. After securing a rental car and stopping for a quick breakfast, I make my 
way to Bain High School and am very grateful that there is “visitor parking” close to the 
front door once I arrive. 
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After signing in as a visitor at the front desk, I proceed across the commons area 
and down the long hall of the art department wing. The rehearsal room is at the very end 
of the hall, and I am delighted to be able to hear the last 10 minutes of the rehearsal Cash 
is leading. The students in the Wind Ensemble appear to be working hard, staying quiet 
while Cash gives instruction, sitting properly, holding their instruments correctly, and 
showing a high level of respect. About two minutes before the dismissal bell is going to 
ring, Cash makes her final reminder announcements, and the students begin packing up 
their music and instruments. When Cash returns to her office, there is a change in her 
demeanor. She goes from being calm and well paced, to almost frenetic. Several students 
follow Cash into her office to ask her questions about music, instrument repair, and 
missing after school rehearsals. The assistant band director, who is also in the office, tries 
to field as many questions for her as he can, but like Cash, he has another class that is 
about to start in a different room, so he is scurrying around to gather his belongings as 
well. 
Cash talks to me while she finishes her checklist of things she needs to gather. 
She explains that, although she would rather have the Music for Listeners class in the 
rehearsal room where she would not have to relocate, she likes having a room with desks 
for the students and feels that the other classroom is a better space for a lecture style 
class. As the orchestra students begin filing in and taking out their instruments to tune, I 
realize that the Music for Listeners class could not be held in the rehearsal room anyway 
given that the orchestra rehearses in there at the same time. 
We exit out the back door of the rehearsal room, which is the door on the opposite 
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side of the room in which I entered. It is blistering cold! We walk down the loading dock 
steps and make the 100 or so yard walk to the portable classroom where the class meets. 
We try to make conversation, but the wind is blowing and we both have our heads down. 
She comments to me, “Bet it’s not like this in Florida!”  
As we enter the portable classroom, I notice that all the seats are taken and that 
we are the last people to enter the room. The choir teacher is at her desk working and the 
students are sitting patiently waiting for class to begin. Cash rushes to take off her gloves, 
scarf, and winter coat before opening her briefcase to retrieve papers that need to be 
returned to the students. The tardy bell rings, and Cash begins her daily ritual of 
encouraging the students to participate in the mandatory 15-minute reading session 
followed by the 5-minute journaling session. It is a struggle to keep all of the students on 
task during this time. Cash keeps one eye on the class as she opens her Active Inspire 
presentation and writes the day’s objectives on the board.  
The students are sitting at the desk of their choosing when the class begins. They 
have divided themselves according to gender with most of the boys sitting together on 
one side of the room and most of the girls sitting together on the other side of the room. 
There is little to no visiting or socializing during the 15-minute reading session, but there 
are some students who are not reading and have chosen to sit and do nothing. Cash turns 
her attention to these students several times and quietly asks them to get something out to 
read, but they do not have anything and are not proactive in finding something to read.  
The 15-minute reading session comes to an end, but rather than using the next 5 
minutes to journal, Cash announces that she is going to put the students in assigned seats. 
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She quickly begins pointing to chairs and calling out student names. There are three 
students who are absent, which creates some confusion as to where exactly the students 
are supposed to sit. There are many moans and groans at the announcement, but the 
students pick up their backpacks and move to their new chairs without incident. Before 
Cash can continue with the start of the lecture, there is a knock at the portable classroom 
door. Two female students enter the room and ask Cash if they can sell cookies to the 
students for a fundraiser. Cash politely tells the young ladies that there is no food allowed 
in the classroom, so they leave.  
With the students in their assigned seats, Cash is able to quickly put the students 
into groups for an extra credit assignment called “Worksheet Relay” (Appendixes G and 
H). For this assignment, the student groups compete in a two-round tournament to answer 
a series of questions pertaining to the elements of music the class has been studying. Both 
worksheets require the groups to answer four questions pertaining to the elements of 
music. On the first worksheet, the students had to identify the most important element of 
music and the most expressive element of music, and to define “tempo” and 
“syncopation.” The group that finishes first gets five extra credit points, the second place 
group gets four extra credit points, and the third place group gets three extra credit points. 
All of the groups are required to have the worksheet face down until Cash says, “GO!” 
The groups work very diligently together to complete the first worksheet, and the 
appointed “runner” in each group runs the worksheet to Cash. She checks their answers 
and has to send some runners back to their group because their answers are not correct. 
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Group 1 is the first group to turn in the instrument worksheet with all of the correct 
answers.  
The second worksheet in the relay requires the students to name which element 
propels music through time, to define accelerando, to write the word that means the 
opposite of accelerando, and to name the element that is sung or hummed. Cash allows 
the students to use their notes for this worksheet. She announces, “GO!” and the students 
begin to flip through their notes looking for the required information. Once again, Group 
1 wins. After all of the worksheets are turned in, the students begin conversations about 
their weekend and outside-of-school activities. It is a very controlled socialization that 
never gets too loud or disrespectful. Students such as Allen, a tenth grader in Cash’s 
class, are aware of their tendency to talk, but do not view it as disruptive or keeping them 
from completing their assignments. Allen claims that he is a very quiet student who has 
never been in trouble, but if he is doing group work he might get in trouble for not 
staying on task. He stated, “I’d rate my behavior at about a 9 due to the fact that I talk a 
little, but I still do all the work I’m supposed to do” (I-AC3p1). After all of the groups 
have turned in their assignments, the students begin to rearrange their desks back into 
rows. There is another knock on the door, but this time it is a male student who asks Cash 
if he can sell cookies to the class for a fundraiser. Cash – more frustrated this time – tells 
the student that there is no food allowed in the classroom, so the young man quietly 
leaves.  
Despite the outside interruptions, Cash keeps the class pace moving quickly and 
continues on to the next activity, which is a listening exercise. She tells the class, 
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“Yesterday we did a listening exercise and we were supposed to find out if the songs 
were major or minor. We are going to review examples 1 through 5 and when get to 
number 6, it will be new music.” She asks the students what “major music” and “minor 
music” makes them feel like, and the class responds together saying, “Happy,” and 
“Sad.” She plays several musical examples on a CD player and asks the students to write 
down on a piece of paper whether they think the song is in a major or a minor mode. 
Some of the examples include the “Great Gate of Kiev” from Pictures at an Exhibition 
by Mussorgsky, “Trumpet Voluntary” by Purcell, a Chopin piano etude, a portion of a 
Beethoven symphony, “Hornpipe” from Handel’s Water Music, and both a major and a 
minor excerpt from Vivaldi’s “Spring” concerto. Students such as Gary, a tenth grader in 
Cash’s class, listen attentively and put forth effort to label the modes of the excerpts 
correctly. Gary claimed that by taking this class, he can enjoy “learning more about the 
music and how it affects our life and what it does” (I-GR1p1). This activity seems to be 
helping him with that goal. Cash instructs the students, “Number 5, raise your hand and 
let me hear some different answers on this.” She calls out names of individual students, 
and the responses are mostly correct. One student answers that a slow example was in the 
minor mode, when in fact it was in the major mode. Cash cautions the students that a 
slower tempo can often be misinterpreted as being in a minor mode, but encourages them 
not to let the tempo fool them. The last two listening examples are major and minor 
excerpts from Vivaldi’s “Spring” concerto. She asks Gary specifically about those two 
examples, and he answers, “It was really the same music, but the first one was major and 
the second one was minor.” Cash shows great happiness that he was able to answer the 
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question correctly. She has expressed to me how much she enjoys working with the 
students on listening examples and watching them respond to “different” music as it is 
played. 
After the listening activity is completed, the class begins a lesson on “expression.” 
Cash says, “Before we begin, how would you define expression?” The students answer 
without being called on with responses such as “mood,” “how you feel,” and “how you 
explain your feelings to others.” Cash puts the term “expression” into a musical context 
by displaying a slide on the projector that reads, “How the notes are sung or played help 
make them expressive.” The next slide begins with, “The expressiveness of music is what 
moves us,” and finishes with “Even the simplest folk song can and should have 
expression (soul).” The students work diligently to transcribe the words on the board into 
their notes.  
The next slide is labeled “Listening Challenge.” The instructions on the board 
read, “Listen to Haydn’s “Surprise” Symphony and draw a visual interpretation of the 
piece. Why do you think there is an abrupt dynamic change in this piece? What is the 
change in volume levels in music called?” Before the class listens to the example, Cash 
talks to the students about how one addresses a dog. She explains that if you use 
expression in your voice, it does not matter what words you say to the dog. All you have 
to do is use a certain voice type and the dog will wag its tail. Using “Mary Had a Little 
Lamb” to demonstrate the point, she sings in a very unexpressive way showing the 
students how important it is to sing using expression.  
Cash plays the second movement of Haydn’s “Surprise Symphony” over the 
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classroom speakers. When the music gets to the loud “surprise” chord, several of the 
students raise their heads and sit up higher in their seats. She asks the students, “What 
would be your visual representation of the piece?” She plays the excerpt again and asks 
the students to draw what they hear. Most of the students are doing the task, but some are 
just noodling on their paper, which calls into question Allen’s belief that “everybody does 
what they are supposed to do” (I-AC2p1).  
None of the students jump the second time they hear the “surprise” chord.  Cash 
calls on students to share their drawings, but they are very reluctant. The first student she 
calls on describes his drawing as “scribbling a dynamic chart,” the second student has 
drawn a similar chart, and the third student did not draw anything. Cash pleads with the 
class, “Come on, come on, please don’t be embarrassed!” A fourth student shows her 
drawing of a whale and a boat before Cash describes the story of the symphony to the 
class. She explains that this is a way of using dynamics to achieve expressiveness in 
music. 
The next slide contains the definitions of dynamics and several dynamic 
markings. The students are asked to write these in their notes and they do so silently, but 
reluctantly. Gary recognizes that, although he is enjoying learning the content material, “I 
think there are too many notes to take” (I-GR2p1). Rather than lecturing about the 
information on the board, Cash walks over to a couple of students and addresses them 
quietly one-on-one. She points out missing grades, absences, and lack of participation on 
their part. She addresses the many students who have missed class and subsequently have 
a large amount of work to make up. Those that turn in their work are doing fine in her 
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class, but her concern is the large number of students who “are not turning their stuff in, 
their test scores are low. It’s disappointing” (I-MC2p1). The students react with 
respectful nods and apologies, promising to make up the work and put forth more effort. 
This is done very discreetly without making a scene in front of the entire class. 
Some of the students finish taking notes more quickly than others and sit quietly. 
When the entire class looks as though they are finished writing down the notes, Cash asks 
a student to read the definition of dynamics, and they all agree that this means the same 
as volume level. As she takes them through the dynamic markings, she asks them what 
they think a lower case “p” means. The students who respond guess correctly that it is an 
abbreviation, and she explains to the students that it is the abbreviation that musicians 
actually see in printed music. Cash goes through all of the dynamic abbreviations and has 
the students draw “greater than” and “less than” signs to show the terms “crescendo” and 
“decrescendo.” After explaining staccato and legato and having the student draw the 
music symbols for terms, Cash asks a student to say his full name in a very short style 
and then in a long style to demonstrate how staccato and legato sounds.  
The final class activity is a “rainstorm” performance in which all the students are 
to create a rainstorm by rubbing their feet on the floor, snapping their fingers, slapping 
their hands on their knees, and clapping their hands together. Cash uses this activity to 
demonstrate the different levels of dynamics they just studied, telling them that they are 
going to recreate these dynamic levels through the various sounds. In order to create the 
dynamic level of “piano,” she asks the students to rub their hands together; however, not 
all of the students participate. To make a “mezzo piano” level, the students are instructed 
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to snap their fingers together. To increase the volume to “mezzo forte,” the students 
should take two fingers and hit them on the palm of their hands. “Forte” level will be 
represented by slapping their thighs, and “fortissimo” will be achieved by the students 
stomping their feet on the floor. Cash explains to the class that as soon as she does a new 
body sound, the first person in each row should change with her, and the new sound will 
be passed through the rest of the row. She begins by rubbing her hands together, and most 
of the class follows along. As she changes from rubbing her hands, to snapping her 
fingers, to slapping her palms, then thighs, and finally stomping her feet, it is obvious that 
not all of the students want to take part in this activity. There are five students who are 
sitting and not participating, which is the first time this has happened since the 15-minute 
reading session. Cash tells me that she questions whether or not they are motivated by the 
subject matter, but then blames her personality on the issue saying, “I might not be wild 
enough for them” (I-MC2p1)! On the whole, the class does this “rain storm” activity 
well, and it appears as though the activity helps students to “create” dynamic levels as an 
ensemble. As the class period draws to a close, the students begin to participate less and 
less. They start packing up their belongings and talk among themselves until the 
dismissal bell rings. 
 
Second Visit 
It is another early morning for me as I arise to catch my 5:30 a.m. flight out of 
Tampa. I am excited to see how the class may have changed in the three weeks since my 
last visit and to see how the students are reacting to the content of the class. After arriving 
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in Knoxville at 8:30 a.m., obtaining my rental car, and bundling up this time with much 
warmer clothes, I drive to Bain High School. 
Not much has changed with regard to the short time between classes and the 
frenetic pace at which Cash must move to manage her Wind Ensemble students, gather 
her belongings, and move to the portable classroom. Once we enter the portable 
classroom, it is immediately apparent that the students and Cash are all more comfortable 
with each other. They are still in their assigned seats from January, but the students seem 
much more rambunctious and casual with each other as classmates. I sense a negative 
tone with the students in terms of the course material and, perhaps, the way it is 
presented. For instance, not long after we enter the room, Jessica reminds Cash that she 
had told the class the day before that if they get through all of their work today, they can 
watch a movie. After just three weeks of class meetings, it seems as though Cash is 
resorting to bribery in order to get the students to complete their work on the subject 
material. Cash sees that the students are responding better to listening examples in class. 
She tells me that they like the listening, but do not like taking notes. To alleviate this, she 
has given them “guided notes,” but still feels like they are not responding to taking notes. 
Henry, a tenth grade student in the class, would agree. He describes the class as “really 
boring” and states, “It’s all just notes” (I-HJ2p1).  
During the mandatory reading time, Cash has to again remind students several 
times to stay on task and read the material they have brought to class. This time, students 
who are not reading are visiting and socializing with each other. One female student 
applies her makeup instead of reading. Cash uses the time to open her Active Inspire 
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presentation on the computer and write the day’s order of activities on the board.  
Before the reading time is finished, Cash announces that there will be a notebook 
check at the end of the reading session. Many of the students stop reading and begin to 
gather the contents of their notebooks. They care about their grades in this class and take 
care to assemble their work in the notebook properly. Henry’s sole focus was on earning 
a good grade in order to gain the credit. He stated, “I hope to learn about anything I have 
to learn for the End of Course Test” (I-HJ1p1). One student has looked online at his 
grades and is concerned about a grade he believes was not inputted accurately. He asks 
Cash if that particular grade is going to be corrected. She answers him that she will have 
to look into it. In order to put his notebook together, one student needs to punch holes in 
some of his papers. He walks over to the hole-punch, but as he is pressing down on it, the 
hole-punch falls off the desk making a loud sound and causing the white chads of paper 
that are inside to scatter all over the floor. Although this causes an interruption in the 
class focus, Cash handles it calmly and instructs the student to pick up the small pieces of 
paper using another piece of paper as a scoop. 
As the reading session time concludes, Cash instructs the students to write in their 
journals about any musician with whom they would like to have lunch. Almost all of the 
students participate in this assignment, save one student who does not have any paper. 
When the writing time comes to an end, Cash asks a student which musician she wrote 
about. The student answered “Jack Johnson,” a popular music singer of whom Cash 
states she has never heard. The students are shocked that Cash has never heard of Jack 
Johnson and a couple of students start singing parts of his songs for her. Cash tries to 
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relate pop culture music to the elements of music that the class has been learning and 
explains to one student that the musician he chose often sings “a capella.”  So far, the 
class has only studied Western art music such as the Gregorian chant and Renaissance 
motets, so this dialogue involving popular music is very intriguing to the students, who 
are extremely engaged in this conversation. One student asks Cash which musician she 
would like to have lunch with. Cash answers, “The sax player for Dave Matthews 
because he can play two saxophones at the same time!” She tells the students that he had 
been a guest artist at the university she attended, and she had been able to go to a clinic 
on saxophone playing he presented. The students were very impressed with this and 
reacted with phrases such as, “Wow!” “Cool!” and “No way!” 
Cash quickly shifts gears and gives instructions for the next activity. She projects 
a bubble chart on the board with questions pertaining to life in the Baroque period. She 
instructs the students to copy down the chart and answer the questions, but the students 
are unsure of what they are supposed to do and begin asking each other questions. Are 
they supposed to write the questions and the answers or just the answers? Are they 
supposed to write the answers in order on their handout, or are they supposed to recreate 
the bubble chart? Cash repeats the instructions in a different way, and the students begin 
working diligently. Although this is not a group activity, the students help each other to 
complete the exercise. Those who were not in class the previous day get help from those 
who had taken notes, while others lean over and ask their neighbors, “What did you get 
for this one?” The questions for this activity include “Who was in control?”; “What was 
highest ranking class?”; “It was a time of absolute ________”; “Name one field involving 
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new discoveries”; “Who decided what needed to be published?”; “Baroque originally 
meant _________”; “Peasants usually had this job ___________”; and “Why was it a 
time of great contrast?” Cash moves around the room, looking over students’ shoulders to 
assess the quality of their work. The students appear to be very comfortable with her 
looking at their papers and feel at ease asking her questions. Gary’s impression of Cash 
was that she always seemed excited about what she was teaching, which provided him 
with a sense of security in the class. He stated, “She was always glad to be teaching” (I-
GR3p2). Henry agreed that, although “nobody really liked to take notes,” Cash was 
always excited about the course material she was teaching (I-HJ3p3). 
The students exhibit a desire to complete the activity well by asking each other for 
help, asking Cash if they had written the correct answers, and changing their answers 
when they got them wrong. One student who had his answer changed by Cash explains to 
the other students around him why he made the change.  
As the students finish the activity, they begin visiting quietly with one another. 
One student suddenly leaves his desk and moves across the room to visit with another 
student, but Cash asks him, “Where are you going?” He responds that he is going across 
the room to get help from another student, but Cash instructs him, “Do not get out of your 
seat. Go sit back down.” In addition to tardiness, Cash tells me she is fighting “smart 
alecks” in the class. She asked me, “How do you politely say, ‘You’re a turd’” (I-
MC2p1)?  She is having issues with students standing up; when she tells them to sit 
down, they respond, “Well, I was looking up an answer!” She does not deal well with the 
insubordination and explained to me that, “Every once in a while, I just have a head butt” 
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(I-MC2p1). 
One student who is sitting close to me is playing with the hair of the girl in front 
of him. He is showing the students around him how to tie knots with her hair, and the 
other boys ask him if he is a boy scout. He takes offense to this and acts like he is hitting 
the other boy. One student has her head on her desk, so Cash quietly goes over to her and 
politely asks her to sit up and participate. Although she obeys and no other issues arise 
from the incident, Cash is very frustrated by this repeated behavior from several students. 
She lamented, “This is honestly one of the most challenging classes I’ve had. Like today, 
I said ‘Get your head up off your desk’ 10 times” (I-MC2p1)! 
Cash passes out a word-find worksheet about Claudio Monteverdi. She instructs 
the students to read it and find the words in the article that are in the word search on the 
back (Appendix I). As the class is completing the word-find, students are responding, “I 
found this word!” exclaiming, “I found three!” and asking, “How many have you found?” 
Most of the students are doing the word-find diligently while Cash works with a female 
student on her paper. There are five students who are consistently not on task and try to 
get other students off task as well, but the students around them keep working. When 
those students finish the assignment, they raise their hands so Cash can check their work. 
One student asks Cash if they can watch a movie while they are doing this assignment. 
She responds that they have three or four slides of notes they need to take first. One 
student reacts negatively by saying, “Ah man!” and Cash asks him, “Do you really have a 
choice in the matter?” He answers, “No.” Gary speaks to the class’s attitude toward notes 
when he claims that, if he had to teach the class differently, he would “like to talk about 
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how the music affects people’s lives. Less notes…I wouldn’t make it a whole front and 
back page of notes” (I-GR2p1). As the students are concentrating on finishing the word-
find, there is almost complete silence in the room until the students begin to share their 
answers. One student asks, “Where is ‘ballet’”? and another student answers, “’Ballet is 
right under ‘opera’.” Another student asks a classmate, “Do you know where ‘chorus’ 
is?” and the classmate answers, “It’s down the right hand side.” The silence dissipates as 
the class gets louder and louder in an attempt to help each other finish the word search. 
They are not familiar with and cannot pronounce some of the words they are trying to 
find, so they spell them out for each other, “I found A-R-I-A!”  
Cash believes that enough students have finished the word-find activity and asks 
for the students’ full attention. She calls on individual students to answer the questions in 
the bubble chart activity from the first part of the class. With the exception of the 
question “Baroque originally meant _____,” all of the students who are called on recite 
the correct answers. Cash tells the students that Baroque originally meant “busy” and 
explains that the music was very ornate and elaborate. Because the students have not yet 
heard any Baroque period music in this class, Cash is attempting to give them a 
vocabulary background for reference once they begin listening to the music.  
Cash projects a new slide entitled, “What are the musical characteristics of the 
Baroque period?” She instructs the students to underline that heading so that they can 
find that subject later if they have questions about it. The slides are constructed so that 
the students can write down the sentences and fill in the blanks. The first bullet point 
reads: “Busy-lots of _______________________ (think about how they dressed).” The 
  74 
 
 
second bullet point is about melody and reads: “Repetition of a ____________ motive 
(ex. Beginning of Messiah Oratorio that continues throughout the piece).  
______________ and _______________ are equally important.” The third bullet point is 
about rhythm and reads: “________________ driving rhythm throughout the 
_____________ piece.” And the fourth bullet point reads: “____________________ and 
________________ (2 of the listening examples are sacred and 3 are secular).” Cash 
gives the class time to write down the entire slide. After everyone is finished, she gives 
them the answers so they may fill in the blanks. She explains,  “The first missing word is 
‘ornamentation.’ Please draw two identical Christmas trees on your paper, one with 
ornaments and one without.” She explains to the students that the ornaments on the 
Christmas tree should be thought of like notes in music.  
The second fill in the blank is “melodic.” Cash tells the class that voices and 
instruments are equally important. She asks the students if the Council of Trent thought 
instruments were important. The class answers out loud with a collective, “No.” She 
plays an excerpt of a Brandenburg concerto, which is the first Baroque period piece of 
music that the class has heard. Cash discusses the recurring melodic idea, defines sacred 
and secular, and explains that secular music was more important during this time period.  
The next slide is in the same format and emphasizes terraced dynamics and 
texture such as polyphony and homophony. Cash allows time for the students to write the 
slide in their notes and then explains that terraced dynamics are “immediate and abrupt.” 
She compares this concept to stairs versus a ramp and tells the students that terraced 
dynamics were accomplished during the Baroque period by adding or taking away 
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instruments. She explains, “It would be like the entire class talking at once and then, all 
of the sudden, only Peter is talking by himself.” When discussing texture, she explains 
that monophony was no longer used by composers, as it was replaced by polyphony and 
homophony. No musical examples are played during this presentation.  
This was Allen’s favorite topic in the class. He appreciates learning about the 
Renaissance era because it relates to the time period he enjoyed most when he took an art 
class as a ninth grader; however, he seems disappointed in the limited number of listening 
examples provided. He stated, “I would have liked to learn more about more artists and 
listening examples so I could get more familiar with the time cause we just listened to 
one or two from each era so its just like what they did and not what everybody did” (I-
AC3p1). 
The third projected slide focuses on accompaniment and word painting. After the 
students have copied down the slide, Cash explains the concept of basso continuo and 
plays excerpts from Brandenburg Concerto No. 5 by Bach and the opera Dido and 
Aenaes by Purcell.  They listen to each of the recordings for two minutes. To better 
explain word painting, Cash describes how the music follows the words. She uses the 
word “mountain” as an example, explaining how the notes go up and down like a 
mountain. She then plays them a two-minute excerpt from “Ev’ry Valley” from Messiah 
by Handel.   
As promised, when the students have completed writing down the slides and 
filling in the blanks, she prepares to show them a video for the last 15 minutes of class. 
She explains to them, “We will learn more about word painting on Monday. You can put 
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your stuff up unless you are not done with your word-find. If you are not done with it, 
you need to work on it rather than watch the video.” They are watching the movie A 
Knight’s Tale in order to learn more about what life was like in the Renaissance and 
Baroque periods. Cash tells the students that the music in the movie only correctly 
represents the music of these time periods during the scenes that are set in a church. All 
of the other music is modern and is not what music sounded like at that time. The lights 
are not turned off in the classroom, so there is a glare on the television screen. The 
students watch the video with great interest as Cash moves around the room to review the 
word-find activities that some students have not completed. One student is getting the 
notes she missed the day before from a neighboring student, and another approaches Cash 
to ask for notes that he missed from yesterday’s absence. Cash tells him to get a piece of 
paper, and she goes over yesterday’s notes with him. She believes that the excessive 
absences in the class are having an adverse affect on student learning. She described the 
overall attendance in the class to me as “Terrible. Sorry. Bad. Not good” (I-MC3p1). 
Along with the typical occasional absences, there are two students who contracted 
mononucleosis and three students who dropped out of school. The high absenteeism is a 
source of frustration for her as she feels she was continually chasing down students to 
complete make-up work and to give them the notes they have missed. She stated, “I don’t 
respond well to having to nag. I get tired of doing that. I don’t like the way I react to kids 
being absent, not turning in their work, things like that” (I-MC3p2). 
Satisfied that all of the word-find activities have been successfully completed, 
Cash sits down at her desk and begins to call students over one at a time for a notebook 
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check. I recalled that she had told the students that she was going to do a notebook check 
immediately following the reading session, but she did not get to it until toward the end 
of class. This may be because she needs the students to be preoccupied with another 
activity while she is checking individual notebooks, and the movie seems to keep all of 
them engaged.  
Although the students watch the video with interest at the beginning, after 10 
minutes of viewing, about five of the students have their heads on the desk, while the rest 
of the students are gathering their book bags together in anticipation of class ending. 
Other students notice the sleeping students, but do not consider it to be disruptive or a 
behavioral issue. Gary claimed, “ Other than people sleeping in class, there have been no 
behavioral issues so far” (I-GR2p1). Cash disagrees that students sleeping in class is not a 
behavioral issue, insisting that students do not sleep during class time.  
As soon as the bell rings to dismiss the class, the students exit the portable 
classroom. Cash was not able to check everyone’s notebook since class time expired so 
she will be forced to continue the procedure the next day. Cash tells the student who had 
moved to another seat during the class period without permission to stay behind. She asks 
him, “Why did I get so upset with you today?” He responds, “Because I moved seats 
without asking.” She begins a calm lecture regarding his attitude in the class by saying, “I 
don’t think you are taking this class seriously. You need to apply yourself. Some of the 
students in this class are very smart and some students need extra help. Your behavior is 
adversely affecting me helping those that need it.” Cash’s tone is very calm and 
explanatory. She writes him a 15-minute detention and he leaves the classroom.   
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Third Visit 
On this third visit, it was clear that the students have definitely settled into a 
routine, so when something goes awry, it throws the class into a bit of chaos. This visit is 
patterned much the same as the first two, only the weather is slightly nicer. During the 
silent reading time, several students choose to do other things such as stare into space, 
organize folders, eat candy, and copy missed notes from a classmate. Cash uses the time 
to get her course material organized for class and, before the mandatory reading time is 
over, she begins to pass out two photocopied sheets to each student. One sheet is an 
article on the libretto to Mozart’s opera The Marriage of Figaro (Appendix J), and the 
other is titled “Learning from Lyrics” (Appendix K). The class has completed the 
historical musical periods through the Baroque, and Cash has begun the next unit on the 
Classical period.  
Before Cash explains to the students what do with the worksheets, she announces, 
“Put your reading books away and get out your journals. I want you to write about what 
you were reading for Journal Entry 37. After you finish your journal entry, read the 
article I have handed you on The Marriage of Figaro.” Cash tells the students that if they 
were absent on Friday, they need to be sure to turn in their journals that were due. 
Although most of the students follow her instructions and write in their journals, one 
student turns to the person behind him and asks, “What are we supposed to be writing 
about?” Some finish quickly by writing only four or five short lines, while some write 
around half of a page in their journals. As the students finish their journal entries, they do 
as they are told and begin to read the article Cash has given them on the opera The 
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Marriage of Figaro. One student begins to talk to his neighbor, but Cash reminds him of 
the instructions before he has the opportunity to disrupt the other student. In a calm voice 
and directed right at him, she says, “Right now, we are reading the article on The 
Marriage of Figaro, unless you are not finished with your journal.” I am reminded that 
this is the same young man whom she kept after class on my last visit and to whom she 
assigned a detention. 
Opera is not some of the students’ favorite topic. During the first part of the 
semester, Allen claimed he was not enjoying learning about opera, saying, “It’s just 
something I haven’t listened to a lot, so it’s new to me” (I-AC2p1). This is reiterated at 
the end of the semester when he professed that opera was the least enjoyable thing of the 
class, commenting, “’Cause it’s just like that one thing that a lot of people don’t get into” 
(I-AC3p1). What happened next provides a good example of Allen’s feeling and 
observations regarding opera. 
The students are in the process of beginning their first project that Cash has 
incorporated from the Kennedy Center’s free digital resource for teaching and learning 
called ArtsEdge. This project is called “Learning About Lyrics,” which, according to 
Cash, is designed to: 
…discover themes that people talk about in music. We learn The Marriage of 
Figaro and we talk about the theme of the middle class. They are going to turn in 
a visual aid to The Marriage of Figaro, what is the statement of the composer is 
trying to make, what is the view point, how does the composer feel about that 
statement, and give me some background as to why the composer would be 
making this statement (I-MC2p2). 
 
The article on The Marriage of Figaro is not copied correctly. The four-page article is 
copied on the front and back, then stapled, but the back pages are upside down, and the 
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pages are out of order.  The students have to twist and turn the pages in order to read it, 
making it quite awkward. As Cash is announcing that students who were absent on 
Friday will need to take a make-up test at the end of class, the students are assisting each 
other with the copying issues and showing each other how to order the pages correctly. 
Cash displays an Active Inspire slide from which the students are supposed to take notes. 
Many of the students, frustrated with the out-of-order pages and not quite understanding 
what they are reading, quit reading the article and begin copying down the slide. Cash 
sees this taking place and announces, “Don’t copy down the slide yet. Please just read the 
opera summary.”  
After five more minutes, Cash asks the students to raise their hands if they have 
finished reading the summary of the first act. About 10 of 24 students raise their hands. 
She then instructs them, “Once you have read Act One, write down the list of characters 
on a piece of paper.” Most of the students are doing as they are told, but Cash still needs 
to repeat phrases such as, “Get your feet off the desk,” “Get your head off the desk,” and 
“Sit up,” to the five or so students who are not staying on task. She is not enjoying the 
high absenteeism rate, the constant disciplining she has to institute, or the low 
attentiveness of the class. She stated, “I don’t feel like I am holding their attention” (I-
MC2p2). 
Once Cash sees that the majority of students are finished reading and have written 
down the characters’ names, she begins to ask individual students questions in order to 
gauge their understanding of the plot. The first student called on is asked to name the 
characters and their relationships. The student is unable to answer either part of the 
  81 
 
 
question and is allowed to call on another student for help. The second student also 
struggles to answer this question and is only able to name Figaro as a character. Cash 
shifts her approach and instructs all of the students to write down, “Figaro is engaged to 
Susanna.” She asks the class, “What is his occupation?” A student answers, “A barber,” 
but Cash answers, “No, not a barber.” Figaro’s occupation in this particular story line is 
the Count’s servant and Cash has the students write this information in their notes. Cash 
then asks the class, “Who is Susanna?” One student answers that she is engaged to 
Figaro, which they know because Cash had just told them to write that down. But Cash is 
attempting to get the students to explain Susanna’s occupation. Cash asks a more pointed 
question, “Who does she work for?” A student answers, “Figaro,” but Cash tells her that 
the answer is not correct. Another student answers, “the Countess,” and Cash tells the 
class, “Yes! Write that down, Susanna works for the Countess.” Then she asks, “Who is 
the Countess in love with?” A student answers reluctantly, “Figaro?” but Cash explains 
that this is not the correct answer. She states, “Well, no, she is in love with her husband 
the Count.” The students write all of this information down and only talk when they are 
spoken to. Cash then asks, “Who is the Count chasing?” Several students answer all at 
the same time, “Susanna.” “YES!” Cash exclaims, seemingly elated that they answered 
one of her questions correctly. It appears that the way this story line was presented 
created a great deal of confusion for the students. They are struggling to pronounce the 
characters’ names correctly, such as Almaviva and Cherubino, and are having difficulty 
following the plot based on the information they have been given. 
Cash walks to the right side of the room to address a row of four male students 
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who are all slumped over with their heads on their desks.  She tells them to sit up and get 
their heads off their desks. The opera plot is not very intriguing to them, and they have 
lost interest. Her frustrations with student disinterest persist in this class. She explained, 
“I don’t feel like the kids have enjoyed it as much as in the past. They aren’t responding 
as eagerly as they have in the past” (I-MC3p1).  
Cash returns to the front of the room in an attempt to simplify the plot for the 
students. She explains, “The Count is trying to steal Figaro’s woman!” and uses language 
such as “skirt chaser” in hopes that the students will understand better. Some of the 
students are still confused by the characters and the plot, so Cash uses an example of 
Facebook to help clarify. She states, “They would have been changing their Facebook 
statuses daily!” Many of the students chuckle because they seem to understand the 
significance of changing Facebook relationship statuses from “In a Relationship” to 
“Single.” The exchange did not appear to help them better understand the actual plot of 
The Marriage of Figaro, but they certainly connected with the Facebook comparison.  
Cash tells the students to list the heroes and villains in this story, but never 
verifies for the students who the heroes and villains are. She instructs them to write 
“Marriage of Figaro” under the “Song” heading and then asks, “What is this?” Several 
students answer, “A play.” She corrects their answer and tells the students to write down 
“opera” instead of “play.” Suddenly, a window blind in the back of the room rolls up very 
violently creating an extremely loud noise to which all of the students turn their attention. 
Cash explains to the students, “See, I told you there were ghosts in this portable!” There 
is only a brief lack of focus, and then the class returns to the topic. Continuing with 
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leading questions, Cash asks the students, “What is going on in the world at the time of 
this opera?” Many of them are able to respond with references to the French Revolution, 
the American Revolution, and the Industrial Revolution. Cash had presented world events 
to the class at the beginning of her unit on the Classical period, and they are recalling 
these discussions well. So well in fact, that one student makes the connection and is able 
to pull it together for the class by saying, “Mozart is trying to say that the common man is 
better than the aristocrat”; however, the “world events” part of each unit is not something 
of which the students are fond. Henry claims that he has least enjoyed taking notes about 
the different time periods. He stated, “There’s not really a connection for me between 
what the world was like and how the music changes” (I-HJ2p1). If he had to teach the 
class differently he “wouldn’t go in as much depth in the time period itself, but more on 
the music. I would listen to a lot more music instead of just notes” (I-HJ2p2).  
Cash concludes her lecture on Mozart’s The Marriage of Figaro without ever 
playing an excerpt of music from the opera or showing a performance scene. Instead, she 
begins to talk to the students about their upcoming research project. They are instructed 
to go home that night and listen to any song they want, regardless of genre or context, 
and come to class on Thursday able to talk about the message the song is sending. She 
feels as if the class is not paying close attention to her instructions, so she says, “Hello? 
Are you all awake today?” There is no verbal response from the class, but one student 
who is sitting close to me asks his neighbor, “Are we going to watch the video today?” At 
that exact moment, Cash begins handing out a third worksheet for the day. This is a 
worksheet Cash has created for the purpose of watching the PBS documentary Finding 
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Mozart (Appendix L). 
The students look at the worksheet as it is being passed out and quickly notice 
there are 92 questions they will be required to answer. Many of the students express 
concern about filling out the entire sheet by asking, “Do we have to do this whole thing?” 
and “92 questions!?” Henry commented on the length of the video worksheets saying, 
“The movies were OK, but even during the movies we would have to write down word 
for word what they were saying on these study sheets so you didn’t really watch the 
movies, you were just waiting for the next answer” (I-HJ3p2). Gary agreed claiming, “No 
one really liked it when we would have two pages of movie worksheets, but people liked 
it when we watched movies without having to take notes…like when we watched 
Amadeus and didn’t have to take notes on it” (I-GR3p2). When Cash turns on the 
documentary, all of the students appear to be completing the worksheet. The 
documentary contains information about Mozart’s life as a child prodigy, including his 
living and travel conditions, and his relationship with his father. The documentary 
includes constant Mozart music in the background. There are many pictures, quotes from 
letters, and video footage of his hometown of Salzburg, Vienna. When a student misses a 
question from the video, he/she leans over and gets the answer from a neighbor. The 
students work very diligently on the task and, when the first page is completed, they turn 
the page over very quickly all at the same time. Most of the students are participating, but 
one student has her head on her desk. Although seemingly frustrated by this, Cash walks 
over to her and calmly tells her to raise her head. When the video comes to a statement 
that is on the worksheet, the students fill out their sheets and look around at their 
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neighbors’ sheets to make sure they all have the same answer. Some students raise their 
hands to ask questions about their grades, but Cash tells them to concentrate on the video 
and that she will handle their questions after class. As the video continues, the students 
express frustration with the amount of questions on the worksheet again with heavy sighs 
and expressions such as “Gosh!” and “Geez!” 
Shortly before the bell is about to ring, Cash stops the video and tells the students 
they will finish it tomorrow. She instructs them to partner up to get the answers they may 
have missed. She announces to the class that if anybody has questions about their grades, 
they are to go up to the front and talk to her about it. Five students go up with their 
progress reports to get clarification as the bell rings to dismiss class. Most of those five 
students find out that absences are adversely affecting their grades. There are many 
make-up assignments yet to be done by those whose grades are low. Cash claims this is 
the lowest class average she has ever had. She has some students who are really excelling 
and some who are struggling due to attendance. There are usually three to five students 
absent every class period, but she does not believe they are skipping her class because 
they are absent all day from school. Her frustration with make-up work and low averages 
due to absences continues to persist. 
 
Fourth Visit 
This class visit begins the same as they have in the past with a 20-minute 
mandatory reading and journaling session. While the students are reading, Cash is getting 
her Active Inspire presentation together and writing the day’s activities on the board, 
which includes a trip to the library to begin the research project on a song each student 
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has chosen. After nine minutes, Cash tells the students to put their books away and to 
retrieve their journals. She instructs them, “I want you to journal about the three greatest 
changes in music starting with the Middle Ages through the Classical period.” Once they 
finish their journal entries, they are to review their notes from the previous day’s lecture 
on Mozart. Some students begin writing immediately, while others are thinking about 
what three changes they will choose. 
After five minutes, when it is apparent that students have finished their journal 
entries, Cash turns on the projector to begin finishing her lecture on Mozart, but after 
about three minutes, the bulb burns out, and it becomes apparent that the normal routine 
of the class is going to change. One student asks excitedly, “Does this mean we don’t 
have to take notes today?” and another suggests, “Lets go to the library early and take 
notes using the library’s projector.” After a quick phone call to the library, Cash tells the 
students to pack up their belongings because they are going to move to the library for the 
rest of the class period. She says, “It’s raining outside, so be sure and take your umbrella. 
We will not be returning to this classroom, so take all of your things with you.” 
The “Presentation” area of the library is set up similar to the classroom, with the 
exception of three round tables that are located behind the regular rows of chairs and 
desks. Most of the boys in the class choose to sit at these three round tables. The students 
are no longer sitting in their assigned seats, but now sitting in their chosen peer groups. 
This shift causes the level of socialization to rise considerably. Cash is trying to facilitate 
an activity she was going to do in the classroom, but the noise level from the students is 
proving to be prohibitive. She asks every fourth student to get out a piece of paper and 
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tear it into four pieces. The students are counted off into groups of seven, and she divides 
the room into a “Side A” and a “Side B.” Cash projects a slide that has a list of questions 
and a list of answers pertaining to Mozart’s life and music. They include questions such 
as, “Where was Mozart born?” and answers such as “Salzburg.” The “Side A” groups are 
told to write down one question each from the slide, and the “Side B” groups are told to 
write down one answer each from the slide. The students fold their small pieces of paper 
in half and put them in a basket. After mixing up the papers, each student chooses a piece 
a paper out of the basket. 
The goal of this activity is to have the students with questions match up to the 
student that has their answer and vice-versa. There is much confusion during the 
instruction phase of this activity causing students to holler out questions such as, “Do we 
have to take our things with us when we move?” Cash tells the students to “be quiet,” 
“hush up,” and “listen up” several times before the activity actually begins. She explains 
the objective of the activity three separate times before the students actually begin to 
attempt to match up the questions and answers. The combination of being in a different 
space and the fact that the students do not fully understand the instructions is causing a 
momentary loss of classroom control.  
The students are not responding to this activity very well, and Cash’s frustration 
with the sequence of events is quite evident. The students do not complete the activity in 
the way that Cash had envisioned. Instead of trying to find the matching person, the 
students are just walking around the space with their slips of paper and asking each other, 
“Does this match your paper?” Four of the students did not do the activity correctly, so 
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Cash has to rewrite their questions and answers for them. This activity does not seem to 
be working for many different reasons, including the challenges related to the new 
instructional space, lack of understanding of the instructions, and very low student effort 
to complete the task. The students are instructed to put their papers back in the basket 
because they are going to do the activity once more. There is an audible groan from the 
students who do not want to do this activity again, but because they are now sitting next 
to the person with whom they matched up rather than their friends, there is less talking 
than before. The activity is much more successful on the second attempt. The students 
better understand what they are supposed to be doing, but there are still students who 
cannot find their match and are getting frustrated. One student asks, “Anybody have 
Salzburg?!” with a very coarse attitude and tone. At the end of the activity, most of the 
students are wadding up their papers and throwing them at each other or in the trash. One 
of the pieces of paper lands on top of the projector, and another one lands on my shoe. 
Cash walks around the space with a trashcan so that the students can throw out their 
pieces of paper. Many of the students are throwing them toward her like basketballs, 
which she encourages. In the face of adversity with the broken projector and the obvious 
failure of the activity, she is trying to allow the students to have some semblance of fun. 
One student is lying on the table rather than sitting in a chair, so Cash corrects his 
behavior and tells the class that they are going to finish taking notes about Mozart. A 
student asks, “Do we have to write all this down?” The talking has increased by this 
point, and Cash tells the class that she is not going to give instructions until everyone is 
listening. She tells the students to begin copying down the slides, and most of the 
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students obey, except for two who are visiting near the back of the library presentation 
area. These slides are about the final period of Mozart’s life and are focused on Mozart’s 
musical output, money problems, and death. Cash asks repeatedly for the students to 
listen to her instructions and to stop talking. She tells the students over and over again to 
“hush” and maintain their focus. As she goes over the notes and fills in the blanks for 
them, they write the answers in their notes. Words and phrases such as “41 symphonies,” 
“requiem,” and “improvisation” are the answers needed to complete the notes. Cash asks 
a student, “What does ‘improvisation’ mean?” The student is able to answer the question 
correctly, but Cash has to hush the students in order to hear the answer.  
Cash tells the class that she has been to Austria and was able to see Mozart’s old 
house, which is now a museum. She shows them a picture of a piece of music that Mozart 
wrote and points out how there were no mistakes on it. One student asks a question about 
Mozart’s “partying lifestyle,” but rather than giving the answer so that everyone else can 
hear, she goes to him and addresses him one-on-one.  
The next slide contains information about Mozart’s death. The students are 
copying down the information, but are confused as to whether Mozart was 35 or 36 when 
he died. Another class has come into the library and is situated behind Cash’s class. The 
combination of the two unfocused groups has made classroom discussion virtually 
impossible. Students are asking Cash if Mozart’s “death mass” was played at his funeral, 
but she continues to concentrate on getting everyone focused and does not answer the 
questions.  
At the conclusion of the note-taking period, Cash asks the students to get out their 
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research guides for their upcoming project, and then she leaves the area to check on the 
availability of the library’s computers that day. One student throws another paper wad at 
a student across the room, and another student asks me what the genre would be for the 
“Star Spangled Banner.”  I answer, “Patriotic.” Cash returns after talking to the librarian 
and attempts to give instructions to the class, but she has to “hush” them several times. 
She tells the students to retrieve their “Artist Presentation Rubric” for their song project 
(Appendix M). This project consists of the students selecting any artist from any genre of 
music they wish and presenting a speech about the artist’s life, providing a listening 
example, showing a picture, and creating an album cover. 
She is trying to tell them that there has been a mix up and that they are not going 
to be able to use the computers that day, but she is not able to get their attention over all 
of the talking and visiting. She tells them that they will have to use the reference section 
of the library and instructs them to get to work. Some of the students stand up to work on 
their projects, but most seem to have no idea what they are supposed to be doing, so they 
continue to sit and socialize. One of the students creates a distraction by accidently 
falling down.  
The students are so confused about the instructions that five of them gather 
around Cash asking questions about how they are supposed to start their research. Cash 
points them to the “Decades” section of the library. Sixteen students stay seated and visit 
with each other until Cash approaches them and instructs them to be productive on their 
projects.  One student approaches me to see if I know anything about the Eagles’ “Hotel 
California” song. Because I do know about that song, I give him some hints on where to 
  91 
 
 
look for information. There are three boys who are out of their seats, but instead of 
working on their projects, they are pretend-fighting. Cash stops them and begins quizzing 
them individually to see if they have a focus for their project. She announces to the class 
that they are to bring five or more images about their song with them to class tomorrow. 
The bell rings, and the students gather their belongings and leave the library. 
After class, Cash walks me through the main halls of the school back to my car to 
avoid having to walk in the rain again. Although frustrated with the behavior of the 
students in class that day, she understands that these were unusual circumstances and 
believes she should not get too “riled up” about it. The combination of moving rooms, the 
lack of success of the “matching activity,” the inability to use the library’s computers, 
and the addition of the other loud class presented her with “many molehills that I chose 
not to make mountains out of.” Her ability to stay calm under those circumstances was to 
her benefit. I returned to my rental car with a splitting headache, however.  
 
Fifth Visit 
The fifth classroom visit occurred about six weeks after the fourth visit. The class 
started late because Cash was answering another teacher’s question in the band room and 
did not get to the portable classroom on time. On the walk from the band room to the 
portable classroom, Cash tells me that, due to the expense, the school has not replaced the 
bulb in the overhead. Consequently, she has been giving all notes in the form of handouts 
she calls “guided notes.” She asks me rather sarcastically, “Do you think all this paper is 
cheaper than a bulb?”  
When we arrive, the class is already doing their silent reading. The choir director 
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is in the portable classroom, so the students were supervised. As the class is reading, 
Cash takes attendance and gets her paperwork in order for the class. Most of the students 
are reading, but some are staring into space, and one female student is twirling her hair. 
One student leans over to another student to say something and Cash turns around and 
says, “Guys, you’re supposed to be reading.” The student quickly returns to his task. The 
off-task students need constant reminding to complete their work and stay focused. This 
individual attention and “constant nagging” is what Cash enjoys least about teaching the 
class this semester (I-MC3p2). 
At the conclusion of the reading time, Cash instructs the students to “Put your 
books away. Your journal entry needs to be about the reading you did. It is Friday, so we 
will be taking up your journals today.” All of the students, except for one, participate in 
the brief journaling exercise. After three or four minutes, Cash tells the students to write 
their names on their journal entries and turn them in. After the journals are collected, 
Cash reviews the objectives of the day’s class with the students. They will finish 
watching a Stephen Foster video, discuss Foster’s life and music, add a piece of music to 
their listening log, and fill out a guided worksheet about Stephen Foster, which Cash has 
created from her Active Inspire slides (Appendix N). 
Because there is no textbook or state-mandated curriculum for this class, Cash has 
been able to present the students with the history of Western music in the order and 
fashion of her choosing. She has selected all of the time periods, composers, and music 
that have been studied and has set the pace of the class as well. For the first four months 
of the semester, they have been studying Western European art music composers and 
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compositions in chronological order from the Medieval, Renaissance, Baroque, Classical, 
and Romantic periods. There are still five weeks left of class, so Cash is choosing to 
spend the rest of the semester teaching popular American music and presenting student 
projects, rather than continuing to study the Western European art music that would 
include such topics as serialism, impressionism, primitivism, minimalism, and 
expressionism. Allen appreciated this change of focus. He claimed that, in order for the 
content of the class to connect to his after-school and weekend activities, the music they 
studied would have to involve some sort of popular music. He responded best to “group, 
hands on activities, projects, labs” (I-AC1p2). However, Henry had still hoped for a class 
that would have taught him how to play a popular style instrument such as guitar or drum 
set (I-HJ1p2). 
Cash tells the students to retrieve their 3-page video notes worksheet so they can 
finish the PBS documentary Stephen Foster: An American Experience (Appendix O). 
Anyone who was absent the day before is told to get the notes they missed on Stephen 
Foster from their neighbors and is handed a blank video note worksheet. The students 
groan, but all retrieve them from their notebooks and begin working as the video plays. 
By that point, Gary was very frustrated with Cash’s delivery method, saying, “We just 
had PowerPoints until the thing broke and then after that we did movies that every 
sentence of the movie was on a sheet we had to fill out. We couldn’t even watch the 
movie because there were so many things to fill out” (I-GR3p1).  
When Cash starts the video, it is cued up to a spot they had already seen. Once the 
video is in the correct place and begins playing, the students follow along and fill in the 
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answers to the worksheet as they are able. When the video gets to a segment that is 
referenced in the video worksheet, the students write anxiously and feverishly to answer 
the question. Most of the students are completing the worksheets as instructed, but the 
female student who is sitting behind me is coloring with her pencil on her notebook. The 
students help each other when one of them misses a question or does not get the answer 
as the video is playing. They lean over and ask each other, “What did you get for 57?” 
and “Did you get that answer?”  
 The video is completed in 20 minutes, and Cash tells them they have 2 or 3 
minutes to sit with their neighbors and compare answers or get answers to questions they 
missed on page one. At the end of the three minutes, Cash asks “Are there any questions 
for me on page one?” The students answer, “No,” so Cash tells them to go on to page two 
and discuss the answers for that page with their neighbor. After about three minutes, Cash 
asks if there are questions for page two. This time, two students have questions pertaining 
to numbers 42 and 46, which relate to the term “minstrel song.” Rather than answer the 
questions, Cash probes the class by asking the students what they think a minstrel song is. 
The students do not respond, so Cash explains the meaning of a minstrel song as the 
students listen and write down the information. She tells the students to look at page three 
of the video notes and asks if there are any questions. With no questions from the 
students, Cash instructs them to use the video worksheet to fill in the blanks on their 
“guided notes” (Appendix N). The “guided notes” are the Active Inspire slides that Cash 
would be showing if her projector were not broken, but instead has printed out for the 
class. Some of the students display their frustrations with taking notes by groaning, 
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sighing, and talking. Henry confirmed this saying, “There’s just a lot of talking because 
were are taking boring notes and people tend to talk when they are bored” (I-HJ2p1). 
The classroom phone rings and attention is diverted. The call is for the choir 
teacher, so Cash hands the phone to her and quickly redirects the students’ attention back 
to their guided notes. Cash asks different students to read each bullet point on the guided 
notes, point by point. As they read the bullet points, she probes further by asking bigger 
picture questions such as, “What all happened in Stephen Foster’s life before he died at 
age 38?” It is obvious that the students have paid attention to the video and taken good 
notes on the worksheet, as they are able to answer the questions that Cash is posing. They 
fire off answers like, “The Civil War,” “He was married with a child,” and “Both of his 
parents had died.” The questions that the students are answering from the worksheet are 
referencing historical facts regarding Stephen Foster and do not include any specific 
music questions. Cash asks a student to finish this sentence: “Stephen Foster was the 
original King of….” The student answers, “POP,” making a reference to Michael 
Jackson.  
Cash directs the students to fill out the second slide page of the guided notes. The 
slides are no longer being projected, so the students fill in the blanks on the paper Cash 
has provided for them. As she reads each bullet point and calls on individual students to 
answer, the students are able to fill in the blanks by finding the answers on their video 
worksheet. The second slide is about the use and meaning of the words “parlor” and 
“black face.” Cash describes a “parlor” as an entryway to a home that would include a 
piano and social gathering place and explains to the students, “We don’t use this word 
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any more in that same context.” A lively discussion between Cash and the students 
ensues over the concept of “black face.” She checks with the class to make sure that they 
understand the context of Stephen Foster’s songs. “Who did they represent?” she asks; 
the class answers, “Slaves.” “What kind of life did his music represent?” she asks; the 
class answers, “Hard life.” Cash asks the class if black face is illegal or just immoral. 
Many students participate in this discussion, and I see the class take on a whole new 
dynamic now that the topic is more relevant to their everyday lives and is a bit more 
current.  
Cash instructs the students to use their video worksheet to finish the last two 
slides of the guided notes. One student asks, “Do we have another worksheet after this?” 
but Cash does not answer him. Gary expressed the same feelings about the notes and 
worksheets when he talked about the presentation of the material, saying, “It could have 
been a better format compared to like non-stop notes” (I-GR3p1). The students begin 
joking about how the banjo should be used in rap music as they complete the last page of 
guided notes, which centers on instrumentation in Stephen Foster’s music. The class is as 
lively as I have seen it over my previous visits. The students seem to be enjoying relating 
this topic to their current interests and knowledge.  
As Cash moves toward the next activity, a student who has fallen asleep in the 
back is frantically trying to get the notes copied down from his neighbor. Cash tells the 
students to get out their Listening Logs (Appendix P). Students write the title, composer, 
and time period in the listening logs for each song that is played for them during class. 
She tells the students, “The song title is going to be “Oh! Susannah, you know who the 
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composer is, and for time period you should write “American music.” A student asks, “Is 
that a time period?” She tells them it is more like a description than a time period, but 
that is what they should write for that column.  Before she plays them “Oh! Susanna,” she 
tells them to write down three things they hear when the music is played. As the song is 
playing, the students are asking, “Is that an accordion?” and “Are there no words?” Cash 
tells the students to “Raise your hand and tell me what you hear.” Most of the hands go 
up in the room, and they start naming instruments they think they are hearing. Some 
students are naming instruments that are not being performed, such as the saxophone, and 
so she asks them to listen more closely. A student answers, “The fiddle,” and a class 
discussion ensues about the difference between and a violin and a fiddle. Cash 
momentarily stops the recording to explain to the class that a fiddle and a violin are the 
same instrument, but they are held and played in different ways. She resumes the three-
minute recording and asks the class, “Is the texture polyphonic?” and they all answer, 
“No! It’s homophony!”  
After this question and answer session, Cash tells the students to get out a piece of 
paper that will be turned in to her. She instructs them to imagine that they are famous 
music artists, and they have to create a playlist of five songs that deal with the issues 
facing America today, just like Stephen Foster did during his time. They could be current 
song titles, or they could make the song titles up themselves, but they are required to 
include a description of the song. She gives an example that her first song would be 
entitled “De-text,” and it would be about people that text message all the time causing 
them to run into things and wreck their cars. The students appear stumped by this 
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assignment. Many are looking at each other and not comprehending exactly what they are 
supposed to do. Although this activity was created as an individual assignment, Cash 
realizes that the students might be more successful if they are allowed to work in groups, 
so she alters the assignment and puts the students into groups of four. Gary was thankful 
for the group assignments claiming, “I learn better with visual and group work instead of 
notes” (I-GR1p2). While the class is doing the project, Cash hands out a homework sheet 
that is due on Monday. She talks to them about how Stephen Foster was writing songs 
about American issues in the 1860’s, just as Bob Dylan was in the 1960s. She wants to 
know who the students think is currently the voice for America (Appendix Q), and they 
are to write down their thoughts on that subject on this homework sheet. Many students 
continue to discuss current topics in the news and how song titles could be created to 
represent those topics, such as texting and driving, sagging pants, and YouTube viral 
sensations, but other students have moved on to completing the homework assignment 
that is due Monday. Cash understands that some of the students see the many different 
worksheets and activities as “busy work,” and she hopes to correct that in the future. She 
admits to me that the class average grade is the lowest she has had in a long time and 
points to the students’ level of enjoyment as a possible cause saying, “I’m trying to learn 
from this experience. Because there’s no curriculum, I think I have developed too much 
busy work for them” (I-MC3p1).   
Before the bell rings to dismiss class, Cash holds up a stack of papers that had 
been turned in with no name on them. She tells the students to come forward to find their 
papers and put their names on them. One student who approaches Cash begins whistling 
  99 
 
 
the Stephen Foster song “Way Down Upon the Suwanee River.” Most of the students are 
socializing with each other by this point, while some are looking through yearbooks. The 
students leave the classroom in an orderly fashion when the bell rings.  
 
Sixth Visit 
The students have just finished their research on the “Decade Project” group 
assignments, and the lesson plan for my final visit consists of the groups making their 
presentations to the rest of the class. Cash was pleased with the fact that the class was 
able to reach this point in her curriculum saying, “I got to do a decade project that we 
don’t always get to do” (I-MC3p1). Allen appreciated the more current topic of this 
project opining, “It got better here at the end because it’s more our time period and we’re 
learning it” (I-AC3p2).  
Cash has noticed that the students respond much better to these types of 
assignments and is planning to incorporate more interactive projects and activities next 
year. Henry expressed the same sentiment when he claimed to enjoy learning with “hands 
on activities, not written work. I don’t like sitting in class taking notes all day” (I-HJ1p2).  
If Henry could teach the class differently, he would involve more projects such as album 
covers and focus on more popular styles of music. Allen had a differing opinion of the 
group projects stating, “When we did the group projects, we enjoyed it more, but we 
didn’t learn as much because you were with your friends and talking” (I-AC3p2). 
During the mandatory reading session, Cash writes the day’s activities on the 
board, “Presentations, Musical Theater Open Note Quiz, Learn About Producing a 
Musical.” Next, she writes the three topics that each group needs to cover in the Decade 
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Presentation: “History, Cultural, Music-Fact Based.” The students have been put into 
groups of four and have been assigned a decade starting in 1920 and going to 2000. The 
students were given different subject areas of that decade on which they are supposed to 
report, which include the population of America, life expectancy, average annual salary, 
fashion trends, and popular music. Each group is to provide a handout for the rest of the 
class, make a poster, and have an example of music to play (Appendix R). Cash asks how 
many groups have people missing, and nearly every group raises their hands. She 
explains that she will take volunteers first, and then she will choose from among the 
groups that do not volunteer. She reiterates that every group deserves everyone else’s 
attention.  
The first group to volunteer is a group of three male students. They have been 
assigned the 1950s and have a handout for each member of the class that consists of 
printed PowerPoint presentation slides (Appendix S). The group starts the presentation by 
citing population figures, life expectancy, and average annual salary statistics from the 
1950s. They provide a playlist of the top ten songs of the decade and talk about important 
musicians, world events, television programs, and movies. Cash asks them how the 
decade was influenced by its music, but the group struggles to answer that question. She 
asks them about advances in television or radio and how that affected music, but they 
have difficulties answering that question as well. They play “I Walk the Line” by Johnny 
Cash as their musical example. After the song is over, Cash asks the class if they know 
what Johnny Cash was doing when he just hummed a note. Several of the students have 
guesses such as, “To fill the time,” and “He feels like it,” but none of them guess 
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correctly. She explains to the class about the process of humming a pitch to find your 
note and describes what an orchestra does when they tune before a concert.  
The next group that volunteers has all four members present and consists of three 
boys and one girl. One boy is holding the poster while one boy is passing out papers to 
the class. The decade they have been assigned to research is the 1940s. Their handout has 
seven slides printed on it from a PowerPoint presentation (Appendix T). This group also 
presents statistics such as popular movies, television shows, music, and pop culture items. 
In addition, they discuss technology, inventions, sciences, sports, and inventions in 
sports. They speak about fashion inventions and World War II, and list the prices of 
clothes and accessories during that time. They list their top ten playlist of music and play 
Glen Miller’s “In the Mood” as their representative song from the 1940s. Cash asks the 
group how music of this decade reflected society and culture during that time. The 
members of the group are not able to answer the questions posed to them, but because 
knowing the answers to these questions was not part of the assignment, Cash does not 
penalize the groups. 
The next group to volunteer only has two people in it because the other two are 
absent. Their assigned decade is the 1960s. The boy in the group passes out the papers, 
while the girl in the group holds up the poster (Appendix U). One student in the audience 
is not focusing very well, so Cash asks him to turn around. This duo goes through the 
same statistics as the other groups. They talk about events such as Woodstock, the first 
Super Bowl, and JFK’s assassination. They list popular movies and music from the 
1960s. When Cash asks this group about how music reflected culture, they answer that 
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the music of the 1960s was representative of the turmoil of the civil rights movement and 
the backlash toward the American government during the Vietnam War. They play 
Santana’s “Black Magic Woman” as their representative song from the 1960s.  
The next group to present has been assigned the 1980s decade. This group 
consists of four girls. Two pass out papers, one holds the poster, and one sets up the 
music (Appendix V). Cash tells the students in the audience to give the group their full 
attention, but the same boy has to be asked again to turn back around to the front. This 
group goes through the same financial statistics, talks about the invention of Post-It 
Notes, the fall of the Berlin Wall, the Chernobyl nuclear disaster, and the Tiananmen 
Square protests. They discuss techno music, pop, R&B, hip-hop, and some forms of rock, 
as well as the invention of the Internet, cell phones, and compact discs. They speak about 
fashion, popular movies, popular songs, and popular musical artists. The group plays a 
recording of Michael Jackson’s “Billie Jean” as their music example from the 1980s. 
Cash does not ask this group the same questions as she did the others  
The next group consists of three people: one girl and two boys. They have been 
assigned the 1920s. They at first claim that they didn’t have any music examples, but 
since I have some 1920s music on my computer, I offer to lend them a song. The girl 
holds the poster, and one of the boys passes out the papers (Appendix W). This group 
speaks about the financial statistics, the first talking movie, the stock market crash, 
Winnie the Pooh, jazz, Charlie Chaplin, Walt Disney, Amos and Andy, Prohibition, and 
speak easies. I play Jimmie Rodger’s “Blue Yodel” for the class as an example of 1920s 
music, but again, Cash does not ask this group any of the questions she had asked the first 
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several groups. Perhaps this was due to the time constraint as she had listed on the board 
two additional activities and the group presentations were taking longer than she 
anticipated.  
The second to last group consists of three girls. They have been assigned the 
1990s. Like the other groups, these students provide a handout, describe the financial 
statistics from the 1990s, and talk about popular television shows, movies, fashions, fads, 
fitness, Michael Jordan, the Internet, email, cell phones, DVDs, the World Trade Center 
bombing, the Columbine High School tragedy, and rap music. They give their playlist of 
top ten songs (Appendix X). The pieces of music they choose to play are “Waterfalls” by 
TLC and “Black or White” by Michael Jackson. 
The last group to give its presentation consists of four boys, and they have been 
assigned the 1970s. Their handout and poster are the least attractive of all the groups 
(Appendix Y). This group discusses financial statistics, inventions, the break up of the 
Beatles, Nixon and the Watergate scandal, Hank Aaron, books, artists, architecture, 
musicians, movies, and actors, and they list their top ten playlist. They choose to play 
“Let It Be” by the Beatles for their representative piece of music. 
The class period is three minutes away from being over, so Cash does not have 
time to start the other two activities she has listed on the board. The students gather their 
belongings and leave the classroom quietly once the bell rings. 
 
Semester Reflections 
Each Music for Listeners class at Bain High School started with a 15-minute 
mandatory reading time, which was followed by a 5-minute journaling session. Cash used 
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multiple presentation methods and activities in her daily teaching that included guided 
notes from Active Inspire projected slides, video notes, group projects, group activities, 
word-finds, listening logs, notebook checks, and class discussions. Cash created most of 
the notes and worksheets for the students, but she also used published activities and 
reading material that she photocopied for the students. Most of the time, Cash used 
several of these methods over the course of one class period, which kept the students 
occupied and moving from activity to activity.  
During my class visits, less than 10% of class time was spent listening to music. 
The students kept listening logs that were completed every time a piece of music was 
played. By the end of the semester, the listening logs contained many pieces of music, so 
more music listening was evidently done on days when I was not visiting. Many videos 
were presented that incorporated music and historical facts on the topic of that day, 
including A Knight’s Tale for the Renaissance and Baroque periods, Finding Mozart for 
the Classical period, and Stephen Foster: An American Experience for an American 
music unit.  
Cash had the freedom to present musical elements and to choose musical time 
periods, composers, and music for the class to study in any form and chronology she 
liked. The first four months of the semester were devoted to European Western art 
composers and music in chronological order from the Medieval, Renaissance, Baroque, 
Classical, and Romantic periods. The remaining five weeks of the semester were spent 
learning about American folk and popular music from the 1920s to the 2000s.  
At the conclusion of the semester, Cash described the class experience as having 
  105 
 
 
gone “Average to fairly well. I think it’s been a very challenging class to teach this 
semester” (I-MC3p1). For the next semester, Cash expressed that she would like to 
change many things about the class including her method of delivery and many of the 
activities. She wanted to include more interactive activities and more texts to read that 
relate to the topic being taught, and she planned on providing more guided notes. 
However, she said, “I don’t know how much I can change due to the preparation time 
factor” (I-MC2p2). She was disappointed in the class’s overall grades, but reasoned, “I 
don’t think they would get it if it were math or English. They are just not real bright. It’s 
flying over their head. They ask me things like, ‘What does this word mean?’” (I-
MC2p1). Although Cash claims the students met her expectations, she admits, “but my 
expectations have been lowered” (I-MC3p2). Interestingly, rather than saying that she 
was looking forward to teaching this class again, she stated, “I look forward to trying 
again” (I-MC3p2). She felt this class did not play to her strengths as a teacher, and, with 
no curriculum, she got frustrated coming up with the content. She believed that the lack 
of connection between the subject and the students’ outside activities was the biggest 
reason for the lack of student interest. She stated, “I don’t know if they are really 
motivated by the subject matter, so I find it challenging to motivate with this particular 
subject matter” (I-MC2p1). Cash did enjoy seeing some of the students change their 
perceptions about the music they studied. She described one student who, during the first 
week of school, was asking her to “Turn off that music!” saying that it bothered him and 
that he did not like it. But, by the end of the semester, she noticed he was, “answering 
questions and talking about things. Maybe I had a moment with him” (I-MC2p2)!  
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The students had mixed reactions to the class and enjoyed differing aspects. In 
order for the music to connect with their lives outside of school, the students agreed that 
more popular styles of music would need to be studied. They had been looking forward to 
learning about different types of music that were “closer to our time” (I-AC2p2). Student 
suggestions included, “Newer, more modern music and bands,” and “Rock and now” (I-
HJ1p1) (I-AC1p1).  Henry stated, “I think I would enjoy the course a lot more and like it 
a lot more and be excited to come to class if we learned about things I listened to” (I-
HJ1p1). Allen commented that he would like his music class to teach him “how to use 
and teach an instrument like guitar or drums”(I-AC1p2). He enjoyed learning about the 
rock ‘n’ roll era the most claiming, “Like the 1920s to 60s. I listen to a lot of it with my 
dad and grandpa, it’s really well known” (I-AC3p1). Overall, he enjoyed the content of 
the class and liked the way Cash presented the material, saying, “I learn better from 
taking notes than from verbal” (I-AC3p1). He believed that he would remember the 
Classical era the most, saying, “Mozart, Beethoven, Bach because you still hear that 
today. So, listening to that, I will be able to recognize those composers for the rest of my 
life” (I-AC3p2).   
Gary was indifferent to how the class went, saying, “Um, like normal, I guess. It’s 
not like good or bad” (I-GR3p1). He enjoyed learning about all the different composers 
and “how they would affect the lives of people. How the music would affect people, ” 
and claimed that there was nothing he did not like, saying, “I liked it all, but just a little” 
(I-GR3p1). He would have taken the class at a slower and more relaxed pace and would 
have liked to have learned more about what happened after the big band era, suggesting, 
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“It would have been nicer to learn about everything since then and how its like still 
developing because it seems like it has developed a lot in the past years” (I-GR3p1). For 
Gary, he found he recognized music from the class when he went to church and when he 
watched television and recognized Handel’s Messiah. Ten years from now, Gary thought 
he would probably remember the composers and the songs they wrote, especially, “the 
most popular songs that are from the classical period that are still played today” (I-
GR3p2). 
At the conclusion of the class, Henry felt that the class went, “Pretty good. I 
mean, I’m getting an A and that was my goal” (I-HJ3p1). He most enjoyed learning about 
the music they had just finished studying, such as “the more recent stuff like the 
Temptations…popular style music” (I-HJ3p1). Henry claimed that he found the only 
connection between the class and his life outside of school in an episode of the television 
series Family Guy. The class had watched the film Amadeus and, in the Family Guy 
episode, one of the characters was at a piano making fun of another character the way 
Mozart made fun of Salieri in a scene from Amadeus. Ten years from now, Henry 
thought he would probably remember learning about Bob Marley, “because that is who I 
picked my album cover to do. That was the most interesting and what I probably took in 
the most” (I-HJ3p2). 
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Chapter 5: Development of Rock ‘n’ Roll Class at King High School 
In this chapter I will address the popular music class studied. The narrative will be 
presented by combining my experiences of each class visit with interview information 
from the teacher and students. Demographical information about the school, professional 
biographical information about the teacher, and structural information about the class and 
classroom will be provided initially to help provide a context and perspective for the 
reader. 
Demographics of the School, Biography of the Teacher, and Structure of the Class  
Demographics of King High School 
 King High School, established in 1904, is a suburban school with a middle-to-
upper class socio-economic background and a student body that is predominantly white. 
The school’s profile sheet (County School Profile Sheet, 2011) describes the town in 
which King High School is located as a, “Rapidly growing suburban community, which 
includes professionals who are employed at the local university, and the Department of 
Education” (p.3). According to the profile, the community consists of “Interested parents 
who expect quality instruction,” and who have a high degree of involvement in the 
community, as well as in the school (p. 3). Newsweek Magazine named it among of the 
Top 6% of the best schools in the country (p. 3). 
In the 2009–2010 school year, King High School had a total of 1,784 students 
enrolled, of which 96% went on to attend college. The average SAT score in that year 
was 1,841 out of a possible 2,400, while the average ACT score was 24.1 out of possible 
36. The National Diploma Initiative mandates the 28 credits a student must complete to 
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graduate, which include three credits in electives such as the fine arts. Students take four 
classes for 90 minutes each day for 90 days. The students earn 8 credits per year for a 
total of 32 credits over the course of four years. 
Professional Biography of Ms. Mary Lees 
Ms. Mary Lees teaches Development of Rock ‘n’ Roll and is the assistant band 
director and the orchestra director at King High School. She has a Bachelor of Music 
Education degree from the university in the town where she now teaches, and her 
principal instrument is the flute. While in college, Lees was the piccolo section leader in 
the marching band, played flute in the Symphonic Band, and played piccolo in the Pep 
Band. Lees’s goal in college was to become a high school band director, but she never 
expected to teach orchestra. She was a middle school band director from 2000 to 2003 
before being hired at King High School as the Assistant Band Director in 2003. When the 
orchestra teacher at King High School retired in 2006, Lees was asked to teach that class 
as part of her daily schedule. In addition to teaching band, orchestra, and Development of 
Rock ‘n’ Roll, Lees also teaches a jazz history class. Before this semester, Lees had 
taught the Development of Rock ‘n’ Roll class 18 times. 
She enjoys the historical aspects of teaching the class, but gets “a little weary of 
the listening examples and the videos” (I-ML1p1). She claims that she spends much more 
time preparing to teach this class than she does for band and orchestra rehearsals, which 
frustrates her. She explained, “It’s not what I went to school to do” (I-ML1p1).   
Lees loves talking to the students about the “Jerry Springer” stories involved with 
rock ‘n’ roll musicians. She said, “There are some things that just hook the kids and you 
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can see that they get into it. They sit there with a glazed look and then you bring up a 
topic like Robert Johnson’s demise and they all sit up and listen and are interested” (I-
ML1p1). She expressed, “I love getting into a good old fashioned smack down in class 
when we debate something like if Elvis was actually on the toilet or not, the ethical issues 
with Napster, and if Jimi Hendrix’s National Anthem rendition was an insult or a tribute” 
(I-ML1p1). At open house night, she often has parents tell her that the topics they are 
discussing in this class have opened dialogues with the parents and children at home. 
That is always a satisfying moment for her. Although she enjoys most of the topics 
covered in the class, Lees exclaimed, “The 60s wear me down because it’s so hyped up. 
Some of the music I just don’t enjoy!” (I-ML1-p1). 
Another enjoyable aspect of the class is that she teaches a different set of students 
and meets other segments of the student body every semester, unlike in band where she 
sees “the same kids for four years” (I-ML1p1). She likes making use of the media and 
multimedia tools that she does not necessarily use in band and orchestra. However, she 
finds that some students register for the class thinking that they are going to sit and listen 
to their iPods for an hour and a half every day. She stated, “Those kids have resistance to 
actually being taught or taking notes” (I-ML1p1). 
Lees’s musical expectations for the students are for them to hear a piece of music 
and be able to correctly identify it by labeling the artist, decade, and style. She would also 
like for them to see the connections between the different styles. She explained, “I want 
them to say, ‘Oh, I can see how an early blues musician influenced a musician in the 
70s’. I want them to understand how those things tie together” (I-ML1p2). 
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Lees feels that the historical aspect of the information is her strength in teaching 
the class. She claims that she is “pretty good at understanding what the students like and 
what they don’t like. I can usually tell when they get that look that something’s not 
working. If something is blatantly not working, I’m pretty open to changing it” (I-
ML1p4). She believes her weakness is lecturing more than she should. She says, “I’m 
enjoying it, but I’m not sure they are, so I would like to lecture less and find a more 
interactive way to present the material” (I-ML1p4). She would like to incorporate more 
activities in which the students can get up and move around the classroom.  
Structure of the Class 
Lees’s Development of Rock ‘n’ Roll class meets every day during first period 
from 8:30 a.m. to 10:00 a.m. in the orchestra rehearsal room. The rehearsal room is 
equipped with 27 chairs, but no desks, leaving the students with no solid surface on 
which to write. There is no state or locally adopted textbook for this class, and the school 
does not own any relevant textbooks. The classroom is equipped with a projector, a pull 
down screen, an older television on a TV cart that has a DVD/VHS player attached to it, 
and a set of speakers. The walls of the orchestra room are covered with rock music 
posters, and there are no windows, except for the small one in the door. There are a total 
of 27 students in this class. All of the students are white and appear to be from middle- to 
upper-class households. The class consists of 13 males and 14 females, of which five are 
freshmen, nine are sophomores, eight are juniors, and five are seniors. 
Because this class is scheduled in the first period, the students enter the classroom 
as they arrive at school and not all at once from a passing period. Lees is typically in the 
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room well before school begins, visiting with orchestra students, planning her day’s 
activities, and monitoring student behavior. The format of the class includes students 
taking notes off a PowerPoint presentation, listening to music and watching video clips 
by artists being discussed, and completing their own PowerPoint presentations as a 
project assignment. In addition, Lees engages the students in conversation pertaining to 
the subject being covered. 
Lees describes the overall content of the class as being “more historically 
oriented. Details, historical facts. I break it down into decades and try to incorporate US 
history facts into it also. A very little at the very beginning of the class I discuss the 
elements of music” (I-ML1p1). She uses the Stephen Valdez History of Rock Music 
textbook, which she purchased herself, to guide the order of her curriculum. She presents 
a sequential timeline of rock music starting with the blues and followed by country and 
western, rhythm and blues, New Orleans rock ‘n’ roll, Memphis country rock, Chicago 
rock ‘n’ roll, vocal group rock ‘n’ roll, surf rock, folk rock, country rock, southern rock, 
funk music, soul music, British beat bands, psychedelic rock, and 1970s rock styles. She 
utilizes an iPod, iTunes, YouTube, PowerPoint, and RealPlayer to present material to the 
students. Although she has requested textbooks for her class, the administrators tell her 
that the books are too expensive and because the state has not adopted a textbook for the 
class, they cannot provide her with one. Due to blocks on YouTube from the school 
system’s IT department, Lees must use her own home computer to save YouTube videos 
to RealPlayer. Because RealPlayer is not a blocked application, this makes it possible for 
her to show the videos at school. Lees complains about the process though because “it all 
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has to be done at home…nothing can be spontaneously viewed in class” (I-ML1p2). 
Google Images is also blocked at her school, so pictures she wants to show must be 
captured on her home computer and saved to a jump drive. She shows the PowerPoint 
presentations and the RealPlayer videos on an LCD projector. In addition to these tools, 
she uses DVDs and, at the recommendation of the administrators, provides the students 
with graphic organizers for note taking purposes. She stated that the graphic organizers 
do “help the kids keep artists and bands organized” (I-ML1p2).  
Lees finds that students respond well to interactive activities. She explained, “I 
discovered a few years ago that I could either tell them a lot of information or I could get 
the same thing across if I ask a leading question and they discover on their own or 
working with each other” (I-ML1p3). She claims that the students do not respond well to 
“teacher talk,” and since she does a lot of lecturing, she intends to engage the students in 
more conversation this semester. Brittany, a senior in the class, confirmed Lees’s 
suspicions. She claimed, “Listening to music is what I am going to enjoy most about this 
class, but taking all the notes is what I will enjoy least! Although PowerPoints help, I 
don’t learn much with lecture and taking notes” (I-BM1p2). Avery, who voluntarily took 
this class so he would not have to take an art class, had feelings along those same lines. 
He commented, “I learn best from more interactive things, not taking a lot of notes. I 
want more getting up and doing things, hands-on stuff” (I-AM1p2). Lees recognizes that 
students have a difficult time sitting and listening to a complete song, explaining, “Even 
the history of rock, they start to zone out in the songs. The fact of the matter is they don’t 
enjoy every song, so they get a glassy look, so I try to talk to them while the music is 
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playing” (I-ML1p3). 
Lees describes the grading system as being 78% dictated by the school policies, 
which includes daily work, quizzes, tests, a PowerPoint assignment, and homework; 20% 
is the end of course exam; and the remaining 2% comes from either their SAT vocabulary 
quizzes, writing across the curriculum, or summer reading. Daily work consists of taking 
notes, participating in discussions, and completing graphic organizers. Quizzes are worth 
50 points each and consist of short answer questions only. The students are allowed to 
use their notes when taking the quizzes. Tests are worth 100 points, are made up of 
multiple-choice questions, and always include listening examples. For the PowerPoint 
presentation assignment, the students are put into pairs and are given class time to spend 
in the library gathering their research and working on the computers. They must use two 
resources from the library, must use at least one book, and must include a works cited 
page. In the past, she would pair the students up herself, but stated, “Now I let them 
choose their partners. I have found they work harder that way. I also don’t put them in 
assigned seats in class. I let them choose their own partners and topics” (I-ML1p3). 
Brittany described this process from the student perspective, stating, “I didn’t have any 
problems with the PowerPoint project. We did a PowerPoint where we picked a partner 
and talked about like the life span of a band or artist and other interesting facts. Me and 
another girl were in a group and we did the Beatles” (I-BM3p2). Lees does not require 
the students to attend a concert as part of the course grade, but does offer extra credit if 
they choose to do so. To the best of my knowledge, there was no homework assigned 
over the course of the semester. 
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Lees acknowledges very few, if any, behavioral problems in the class. She said 
that the main discipline infractions have been tardiness and talking in class, but added, 
“It’s usually not a kid just being overtly disobedient. I’ve been here eight years and I 
think I have written up only three children. I try to handle things myself, use detention, or 
talk to kids outside of class” (I-ML1p1). Brittany, who classified her behavior in class as 
“very good,” agreed, stating, “There aren’t really any behavior issues, just people being 
tardy. Nobody acts out or causes any problems in class” (I-BM2p1). Lees admitted that 
some students take the class by choice, while others “just get thrown in there by 
guidance,” but the mixture of active and passive students usually levels out well (I-
ML1p1). There are some students who take the class as very serious music students who 
intend to major in music production in college, and other students who take the class 
because they are involved in their own rock bands. Benjamin is an example of one of 
those students. He purposefully elected to take the class and plays the electric guitar, 
acoustic guitar, bass, and sings. He claimed, “Music is very important to me. I’ve played 
the guitar for about 6 years, so music is basically my life” (I-BH1p1). 
With the exception of students like Ben, Lees classifies the level of musical 
experience by the students as “very limited.” She usually has a few students who are in 
garage bands and can play the drum set or the guitar, but rarely are they extremely 
proficient on those instruments. The majority of the students who take the class, such as 
Avery, Benjamin, and Brittany, are not enrolled in the performing ensembles at the 
school, such as band, orchestra, or choir. Lees feels that most students grasp the musical 
concepts that she wants them to learn, such as tone, timbre, and rhythm, but some 
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struggle due to their lack of musical background. Lees describes the attendance rate for 
her class as “good over the years,” with only a couple of students having problems with 
attendance (I-ML1p2). 
Lees claims that the PowerPoint presentation student project has been both the 
most successful and the most failed project she has assigned. Before she established the 
PowerPoint presentations project, which has proven to be an extremely successful project 
for the students, she had them create posters. She exclaims, “Something that was a total 
failure was the poster boards. I don’t know what I was thinking!” (I-ML1p4).  
In 10 years, she would like for the students to hear a song on the radio and 
“actually know what it is. I want them to go ‘Oh that’s Elvis! I remember he recorded at 
Sun studios and that he died in his bathroom!’” (I-ML1p4). Avery reaffirmed half of 
Lees’s goals for the students, stating that in 10 years, “I will probably remember about 
how all those people died. Two ways, either overdose or they choked on their own vomit! 
Take your pick!” (I-AM3p3). Benjamin believed he would remember Lees’s enthusiasm 
in 10 years, claiming, “I will remember more about the teacher than the content,” while 
Brittany said the songs were going to stick with her the longest. (I-BH3p2) 
A Semester with the Development of Rock ‘n’ Roll Class 
First Visit 
In order to observe the Development of Rock ‘n’ Roll class that begins at 8:30 
a.m., I fly out of Tampa the evening before, rent a car, spend the night in a hotel, and 
arrive at the school by 8:00 a.m. the next morning. The hotel is not far from the high 
school, but the morning traffic approaching the high school is especially congested and 
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something that I have not planned for. The Fine Arts Building is located on the east side 
of the school and has two entrances: one from the parking lot and one from the courtyard 
on the inside of the school grounds. 
Due to a region honor band that Lees was required to chaperone, there is a 
substitute teacher for my first visit to this class. I introduce myself to the substitute 
teacher and she responds that Lees had left her a note saying that I would be there 
observing that morning’s class. The students file in for class, but are rather rowdy and are 
not responding well to the substitute as she attempts to take attendance. The classroom is 
set up with a block of chairs on one side of the room and another block of chairs on the 
other side, separated by an aisle in the middle. The male students are sitting in the left 
block of chairs and the female students are sitting in the right block. My impression is 
that they are not in assigned seats and are sitting wherever they wish. This has resulted in 
a split of the class according to gender. There are 23 students present.  
After the substitute teacher finishes the class roll, she explains to the students that 
she is a retired middle-school teacher from New Orleans. She asks them not to be 
offended if she calls them “sweetheart” and speaks to them as if they are sixth graders. 
She mentions that she has brought extra pencils with her in case any of the students need 
one and proceeds to pass out a five-question vocabulary quiz (Appendix Z). The students 
focus immediately when the quiz is distributed and take the quiz in silence. The quiz 
consists of five words and definitions, which the students must match together. The 
words are “ascetic,” “pariah,” “virtuoso,” “extraneous,” and “peripheral.” “Virtuoso” is 
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the only word on the quiz that I see as being related to music, so I infer that this must be 
an SAT vocabulary quiz that is a part of the final grade.  
As the students are completing the vocabulary quiz, a male student raises his hand 
and asks if he can eat his breakfast. Several other students discuss the policy of food in 
the classroom, including one female student who says, “If you called her, I’m sure she’d 
say yes.” Nevertheless, the substitute teacher decides not to allow food to be eaten in the 
classroom. Once all the students complete the SAT vocabulary quiz, the substitute 
teacher collects them and proceeds to distribute a scantron sheet to each student along 
with a 50-question, multiple-choice test entitled “Country & Rhythm and Blues Test” 
(Appendix AA). She reads the instructions left by Lees that state, “The students are to 
spread out their chairs for this test.” The students joke around as they move their chairs 
with one male student telling another male student to sit on top of a pile of stacked chairs. 
Once the tests and answer sheets are distributed to everyone, the students work diligently 
on them.  
The students are allowed to listen to their mp3 players while they take their tests, 
but only 4of the 23 students exercise this option. The students continue to appear as 
though they are making effort on the test, and some students finish the test quickly. Once 
students are finished, many of them begin listening to their mp3 players, while others sit 
quietly and wait for the rest of the class to finish. A female student asks the substitute 
teacher if there is a listening portion of the test, and the substitute answers, “You will do 
that part of the test on Monday when Ms. Lees returns.” In the back of the room, two 
female students are carrying on a very quiet conversation, and they both begin laughing 
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at something one of them has said. 
Once all of the students are finished with the test, the substitute teacher tells them 
they are going to finish watching the movie Blackboard Jungle, which they had started 
the day before. Blackboard Jungle is a film produced in 1955 that focuses on the 
experiences of teachers and students in an inner-city school. The film is based on Evan 
Hunter’s novel of the same name and is considered to be the first movie to contain a 
“rock ‘n’ roll” song in the opening and closing credits. The use of Bill Haley’s song 
“Rock Around the Clock” in the film attracted a large teenage audience, which 
sometimes caused violence and destruction at the theaters. For this reason, some feel that 
it marks the beginning of the rock ‘n’ roll and teenage rebellion era in America.  
The students have a five-question summary of the movie they are required to 
complete as the movie is playing, but the substitute teacher has turned off the lights and 
the students cannot see their papers (Appendix BB). Although some of the male students 
talk during the movie, most of the students seem to be watching and paying attention to 
the movie. The television they are watching has a very small screen, which makes it 
difficult for those at the back of the classroom to see well. Besides the television, the only 
light in the room is coming from students’ cell phones. Some students are using their cell 
phones for light in order to see their papers, but some are using them to send text 
messages.  
In one particular scene of the movie, the students are being defiant toward the 
teacher. When one student in the movie tells the teacher something with which the other 
students agree, the actors in the movie applaud. Some of the male students in the front 
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row of the class clap as well, mocking the movie. A cell phone rings and several of the 
students holler out, “It wasn’t mine!” Other than these two disturbances, the class is 
generally quiet.  
During the last 15 minutes of class, the concentration in the class seems very high 
as they focus on the television in front of them. As the movie reaches its heated climax, 
Sidney Poitier (the actor in the movie who is playing the role of a high school student) 
pulls a knife and threatens to cut Glenn Ford (the actor in the movie who is playing the 
role of the teacher). The students appear to be very surprised and shocked at this. Their 
heads lean closer to the television, their facial expressions show shock and disbelief, and 
there are a few, “Oh my gosh!” phrases from the class. It seems as if the students in this 
class would never consider actually having a knife in school and would never even think 
about pulling a knife on a teacher. The possibility of this actually occurring in their 
school seems foreign to them. The fight scene in the movie is very unrealistic, and the 
students’ shock and disbelief is replaced with chuckles at the lack of reality in the scene.  
When the movie ends, Bill Haley’s “Rock Around the Clock” begins playing 
during the credits. Some of the male students in the front of the classroom begin moving 
their bodies to the music. As the students begin to pack up their belongings in 
anticipation of the class coming to an end, the students are socializing in a very controlled 
manner. Some of the students tell the substitute teacher how much they liked the movie 
and how they would watch it again. The class ends at 10:00 a.m. and the students leave 
the room in an orderly manner. 
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Second Visit 
A substitute teacher was also proctoring the class during this visit, as Lees was 
chaperoning band students at an honor band event. Lees finds that her professional 
obligations with the band and orchestra have caused her Development of Rock ‘n’ Roll 
class to fall behind in her curriculum. She stated, “I feel like classroom interruptions have 
gotten in the way a little bit. Part of those are mine. I’ve had to miss several classes for 
professional development days” (I-ML2p1). When I enter the room, the students are very 
lively, but well behaved. The substitute teacher checks the roll and announces to the 
students that they need to spread out in order to take a quiz on the rock ‘n’ roll music of 
the 1950’s (Appendix CC). They are allowed to use their notes and listen to their mp3 
players while they complete the quiz. The quiz is in “short-answer” style and asks 
questions pertaining to rockabilly, Sun Records, the parental attitude toward rock ‘n’ roll 
in the 1950s, Little Richard, Fats Domino, Jerry Lee Lewis, Eddie Cochran, Elvis 
Presley, Buddy Holly, Chicago rock ‘n’ roll, Chuck Berry, Bo Diddley, Bill Haley, and 
the political issues of the time period. 
The students socialize while the quiz is being distributed, but once the quiz is in 
their hands, the students work very quietly on it. Only some are taking advantage of that 
opportunity to use their notes. The students are completing the 67-question quiz in total 
silence and, after 30 minutes, none of the students have finished. 
As students finish their quizzes, they sit quietly, listen to their mp3 players, or do 
homework from other classes. One student, who has completed his quiz, sets up several 
music stands in the shape of a drum set and is “air drumming” as he listens to the music 
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on his mp3 player. Because he is at the back of the room, most of the students cannot 
seem him; therefore he is not disturbing those who are still working.  
Once all of the quizzes have been turned in, the substitute teacher begins playing 
the last segment of the DVD “Good Rockin’ Tonight” from the Time Life Video and 
Television DVD series The History of Rock ‘n’ Roll. This boxed set documentary was 
released in 2004 by the Warner Home Video studio. It is a 10-part, 10-hour documentary 
that traces the history of rock ‘n’ roll from the 1950s to the 1990s. It includes video 
footage of rock ‘n’ roll performances, interviews of rock ‘n’ roll musicians and 
songwriters, and insights from rock ‘n’ roll historians. “Good Rockin’ Tonight” is the 
second part in the 10-part set. The focus of “Good Rockin’ Tonight” is on rock ‘n’ roll 
and the color barrier in the recording industry in America. Lees has assigned this video 
for the students to view so that they not only see and hear early rock ‘n’ roll musicians 
perform, but they also understand the many cultural and racial issues that faced white and 
African-American rock ‘n’ roll artists in the 1950s. Benjamin really enjoyed this class 
topic. He stated, “I’ve enjoyed the 1950s so far. I really like the oldies. Buddy Holly has 
been my favorite so far” (I-BH2p1). Brittany was very happy that the class had got to this 
point, as she had not enjoyed listening to the country style music they studied earlier. She 
claimed, “I didn’t really like all the older country so much. Some of them are fine, but the 
Carter Family was not so good!” (I-BM2p1). The students viewed the first segment of the 
DVD the day before and remain very attentive while watching the last half hour of the 
program. Lees has not assigned video or guided notes for the students to take. The 
students watch with great interest until the bell rings to dismiss class.  
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Third Visit 
Before the bell rings to begin class, students have gathered in the classroom to eat 
their breakfast and carry on conversations with Lees and the other students. The class 
session begins with Lees assisting the students to complete their course selection sheets 
for the subsequent semester. She tells the students that the next day, they will meet in the 
library to begin their group PowerPoint presentation research assignments and that they 
are to bring two notecards with them. Lees explained the students’ requirements for the 
group research project: 
Each pair of students choose a rock ‘n’ roll topic and they spend three days in the 
library doing a PowerPoint presentation. They do research on their topic, turn in a 
works cited page, and use two resources from the library. Then they spend three 
days putting all that together with pictures and embedding music examples. The 
last two days of that week, they have to present their work to the class. Nobody 
ever says, I’m not going to do it, but some do an extremely lousy job. (I-ML1p4)   
 
Lees announces that spring break will be the following week and the students all 
rejoice. During these announcements regarding the PowerPoint assignment and spring 
break, Lees has to “hush” the students three times and ask an individual student to be 
quiet twice. Although the students are talking, the conversations are about the subject 
matter at hand and are directed at Lees. The talking is never out of control, and none of 
the students exhibit disrespectful behaviors. When asked about student behavior, Lees 
expressed that the class was a bit “chatty,” but she did not believe that there were any 
pressing behavioral problems. She stated, “I really have a good experience with them” (I-
ML2p1). 
As Lees returns the “British Invasion & Surf Rock” test, there is a real spirit of 
excitement with the students to see how well they did on their tests (Appendix DD). 
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Although there is some talking, it is not disruptive or rude. Lees, however, stops the class 
from talking and explains to them that they are talking “way too loudly.” Lees admitted, 
“They do like to talk, but I’ve realized many times when I walk up behind them they are 
talking about the listening examples and the artists. I hate to say ‘Quit talking’ when they 
are actually on topic” (I-ML2p1)! Brittany agreed stating, “I have a lot of fun in this 
class. Everyone is well behaved except for excessive talking, but it was never out of 
control or disrespectful of Ms. Lees” (I-BM3p1). 
As the students go to the front of the room to retrieve their quizzes, several of 
them have questions about answers they missed, but Lees tells them she is going to 
review questions that were consistently missed by everybody, and they should just return 
to their seats for now. Lees explained to me that at this point in the semester they have 
had four quizzes, but there has not been a quiz that the whole class has failed as in years 
past. She claimed that there were a few students earning Cs on the quizzes, but explained, 
“It’s not because they aren’t interested in the topic, its their note taking skills that are 
lacking. I would like to have them writing a little bit less, but not too much less because 
they need to work on their note taking skills” (I-ML2p2). Avery is one of the students 
who is struggling with his quizzes. He admitted, “Some of the tests I probably could have 
done better on, but I was more worried about Algebra 2 and some of my other classes” (I-
AM3p1). 
Once everybody is seated with their quizzes, Lees asks the students how many of 
them missed Question 4. There are ten hands raised, so Lees addresses that question: 
“Many of you put that Brian Epstein was the manager for the Rolling Stones but, who 
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was really their manager?” Several students answer out loud, “Andrew Oldham!” Lees 
says, “YES! Who did Brian Epstein manage?” and all of the students respond, “The 
Beatles!” Lees instructs the students to be careful not to get those two managers and their 
bands confused because that question will probably be on their final exam. Lees tells the 
students to see her at the end of class if they have any other questions regarding their 
quiz. 
Lees tells the students to retrieve their notes and begins asking leading questions 
such as, “The Rolling Stones were influenced by what?” The students respond, 
“American blues music.” She next asks, “And the Beatles were influence by what?” The 
students respond, “American 1950s rock ‘n’ roll.” Seeing that the students have made 
that distinction, Lees tells them that the Hollies, like the Beatles, were influenced by 
American 1950s rock ‘n’ roll. She leads them to make another transfer of previously 
learned information as she asks, “Who do you think the Hollies are named after?” One 
student shouts out, “Buddy Holly!” Lees explains that, even though there are five 
members of the Hollies, she is going to focus on the three members who have been with 
the band the longest. Though no PowerPoint slides are being projected, the students are 
writing diligently, taking notes as Lees speaks. Brittany liked the topic and the music 
from this era the best. Brittany claimed that the British Invasion was her favorite topic, 
explaining, “I liked the music, the culture, things like that” (I-BM3p2). 
Lees turns on the projector, and a slide with two pictures of the Hollies’ lead 
singer Graham Nash appears. The picture on the left is from the 1960s and the picture on 
the right is from the 1990s. The next slide shows similar “before and after” pictures of 
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Allan Clarke, another singer from the Hollies, and the next slide presents the third singer, 
Tony Hicks in the same manner. Lees tries to update the pictures and information in her 
slides every semester. She explained, “So much stuff is loaded on to the Internet every 
day, I am always looking for better pictures, information, and material” (I-ML2p2).  
In the first part of this lecture, Lees is mostly stressing style, album covers, 
artwork, and popular visual trends. The students discuss the differences in outfits and 
hairstyles and how each musician has changed over the years. Lees asks the class if there 
are any Hollies fans in the room, and one girl raises her hand.  
Lees plays the Hollies’ song “Carrie Anne” as a musical example. While the 
music is playing, Lees describes the musical instruments and elements that are being used 
in the recording. She points out the guiro and the steel drums as being percussion 
instruments rarely utilized in rock ‘n’ roll music. She asks the students to listen for 
particular sounds that make this a “1960s sounding group” such as the close harmonies 
and high vocal ranges. She lets the entire song play to the end. Then she plays the song 
“Bus Stop” for the students. Many of the students move their heads and tap their toes to 
the music as it plays all the way through, but because they do not go to bus stops, they are 
confused by the lyrics. A very lively discussion ensues about the lyrics and what the song 
is about. Lees shows a slide that has all of the lyrics to the song listed, and she explains to 
the students how the couple met at a bus stop and fell in love through their continued 
interactions at the bus stop. 
Before Lees plays the next Hollies’ song for the class, she asks, “Do any of you 
know the story of King Midas?” A female student does her best to explain it, saying, 
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“There’s this king and he can’t eat anything and then he tries to hug his daughter and she 
turns to gold.” “Well, sort of!” Lees exclaims. After explaining to the class the myth of 
King Midas, she shows a slide that has the words to the Hollies’ song and points out the 
lines, “He’s King Midas with a curse/ He’s King Midas in reverse/ All he touches turns to 
dust.” As the students are about to listen to the song “King Midas in Reverse,” Lees 
reminds them that they are to listen to the music to appreciate it not to be critical. The 
song is played over the class speaker system, and several students comment that this song 
will be stuck in their heads all day. 
Lees has not distributed any guided notes or worksheets to the students during this 
lecture; rather, the students have been taking notes in spiral bound notebooks or on loose 
leaf paper as Lees lectures and show slides. After “King Midas in Reverse” finishes 
playing all the way through, she explains to the class that Graham Nash left the Hollies in 
1969 to join the “super group” Crosby, Stills, and Nash. They then watch a short video 
clip of that band playing at Live Aid. She points out all of the singers to the students as 
the camera pans across them. When David Crosby appears on the screen, she stops the 
video and explains to the class that he is the father of Melissa Etheridge’s children. The 
students are very familiar with Melissa Etheridge, and so they “oooh” and “aaah” in 
disbelief that the overweight man with the big beard would be the father of her children. 
Lees explains the circumstances of the pregnancies, and many of the students respond 
with signs of relief such as “whew!” and “I’m glad to hear that!” 
Lees tells the class that Graham Nash is on her top-ten list of musicians she wants 
to meet one day. The students spontaneously begin stating the names of musicians they 
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would like to meet: “I’d like to meet Paul McCartney!” and “I want to meet Diana Ross!” 
Lees encourages this moment of spontaneity by commenting on what a great experience 
it would be to meet them. Lees is enjoying this particular group of students this semester. 
She exclaimed, “Oh, they are funny! They come up with the best stuff! They are very 
witty and smart this semester” (I-ML2p2). 
 The next song Lees plays for the class is the Hollies’ “He Ain’t Heavy, He’s My 
Brother.” The students comment on how much the music has changed since Graham 
Nash left the group and Lees asks, “How is that ironic?” Several students answer that 
Graham Nash left the band because he wanted the music to change, but did not feel that it 
would; yet when he left, the music changed. It is very evident that the students recognize 
this irony and are intrigued by it. As the song continues to play, Lees points out the use of 
the harmonica as an instrument.  
The students aren’t paying as close attention to this song as they have to others. 
Lees seems to think that it is the slower tempo of the song that is causing their attention 
to wane and explains to the students the need to pay close attention to a slow song. She 
warns them of falling victim to boredom and “mind wandering” during slow music. She 
then turns on the iTunes equalizer, creating a kaleidoscope of colorful forms and figures 
on the screen, thereby regaining their attention.  
Once “He Ain’t Heavy, He’s My Brother” is completely finished, Lees shifts to 
the song “Long Cool Woman in a Black Dress.” She compares the harmonies in this song 
to the music of Credence Clearwater Revival. The students make an immediate 
connection and even exclaim, “YEAH!” During the playing of this song, Lees has the 
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iTunes equalizer showing the entire time, but offers no other factual or musical 
information on the song other than pointing out the close harmonies. When “Long Cool 
Woman in a Black Dress” has finished playing, Lees speaks to the students about the 
breakup of the Hollies. She refers to a video scene they had watched earlier in the Time 
Life History of Rock ‘n’ Roll series in which Graham Nash of the Hollies acknowledges 
the influence of the Everly Brothers on the Hollies’ music. 
Lees tells the class they can take a short break as she gets her notes and music 
together for the next lesson, which will be on the British band The Who. This turned out 
to be Avery’s favorite part of the class. He stated, “I enjoyed learning about the Who the 
most. They were a wild band with a lot of different issues and personnel” (I-AM3p2)! 
While she is opening her PowerPoint presentation and iTunes playlist, the students talk 
with her about the music they like to listen to and ask her if she if familiar with certain 
bands and artists. One of the students asks Lees if they are going to study The Who’s 
rock opera Tommy, which they are. Some students, who seem to have previous 
knowledge about the opera, have many insightful questions about the opera before the 
lesson has even started. One student tells Lees that he has The Who’s Greatest Hits 
album in his car, while another student wants to talk about how guitarist Pete Townshend 
was arrested for child pornography.  
Lees’s PowerPoint presentation on The Who begins with many pictures of the 
band members. She tells the students to write down the names of all of the band 
members, but the students are confused by the spellings of the members’ names. Lees 
becomes visibly irritated with the students for continually asking how to spell their 
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names. She slows down her spelling and speaks in a much louder and authoritative voice. 
One of the things Lees dislikes about this class is their response to note taking. She 
explained, “They get that glazed look during lectures and sometimes I am juggling trying 
to keep their attention. I’m thinking about using more graphic organizers because they 
struggle spelling things and I have to repeat things several times” (I-ML2p2). Benjamin 
agreed with Lees’s impression, stating, “I have not enjoyed all the notes we have to take. 
She just tells us what to write down. I like everything else she does to give us 
information, like talking to us and explaining things, but I don’t like the notes” (I-
BH2p2). 
Lees tells the class that The Who was an “American blues influenced” band, 
describes the personalities of the band members, and explains their onstage antics. Lees 
shows pictures of the individual band members in her PowerPoint presentation. When a 
picture of the drummer Keith Moon is shown with his drum set, a student comments that 
the drum set is much larger than other bands’ drum sets during that time frame. Lees is 
trying to lecture and present the material, but the students continue to ask an array of 
questions, including, “Was Keith Moon or Gene Krupa a better drummer?” and “What 
year did The Who begin?” She addresses some of the questions with short answers, while 
others she does not answer at all. As Lees shows more pictures of The Who on the 
screen, the students comment on the hairstyles, clothes, and facial features of the band 
members. She tries to make a “pop culture” connection with the students by telling them 
that all of the various CSI television series have a Who song as the theme and credit 
music.  
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Lees asks a student which song they have studied became the teenage anthem for 
the 1950s. He correctly answers, “Summertime Blues,” and Lees tells the class that The 
Who’s song “My Generation” was the teenage anthem for the 1960s. Lees describes in 
detail how the stage antics of The Who began by telling the class that Pete Townshend 
had accidentally hit a low hanging ceiling while spinning his guitar during a concert, 
causing the guitar to break. With the exception of the bass player, John Entwistle, the 
other band members began breaking their instruments and electronics as well. Using the 
Time Life documentary A History of Rock ‘n’ Roll, Lees shows video footage of The 
Who destroying the stage at the Monterey Pop Festival in 1967. Most of the students are 
fixated on the television screen as they watch The Who demolish the stage, while some of 
the students comment and laugh at the antics on display. Lees plays the video footage for 
three minutes. The class period comes to an end very quickly after Lees stops the video, 
and the students leave the class in a very orderly fashion. 
Fourth Visit 
When I return two days later, I find the students engaging in conversations with 
Lees before school starts. One of the students tells Lees that he had told his parents about 
the class on The Who and that his parents like that he is taking this class. Other students 
are explaining to Lees how she can plug her DVD player directly into the projector to 
avoid using the old television altogether (since the old television is hard for the students 
at the back of the room to see and often difficult for Lees to operate). 
Lees passes back graded tests, and almost every student puts the tests into his or 
her folder. Once all of the tests have been passed out, she reviews the members of The 
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Who and calls on individual students to answer questions about The Who and Jimi 
Hendrix at the Monterey Pop Festival. The students answer the questions correctly, and 
Lees expounds on the answers by adding more information on each topic. Lees stands in 
the middle of the classroom and walks up and down the aisle that separates one side of 
the classroom from the other.  
  Before Lees begins her discussion of The Who’s song “Magic Bus,” she asks the 
students questions about the “Bo Diddley Beat,” which had been discussed earlier in the 
semester. One student is called upon to describe the “Bo Diddley Beat,” but rather than 
describing it in words, she plays the beat pattern on her leg. The beat pattern consists of a 
famous clave rhythm used in songs such as “Shave and a Haircut, Two Bit,” “Faith” by 
British pop star George Michael, “Do the Hand Jive” from the musical Grease, and the 
1982 pop culture song “I Want Candy” by the British band Bow Wow Wow. The class 
starts singing “I Want Candy,” and Lees begins to sing and clap along. It is a very 
collaborative effort to connect the “Bo Diddley Beat” from songs they have studied to 
The Who’s song “Magic Bus.” As Lees plays the song “Magic Bus” using iTunes, the 
students begin bouncing their heads and tapping their feet.  
As the “Magic Bus” song fades out to its conclusion, Lees begins a discussion 
about the “fade out” and how the use of the “fade out” at the end of songs has “faded 
out.” The students like this play-on-words and acknowledge that current popular songs no 
longer fade out on recordings. The discussion quickly changes to The Who’s rock opera 
Tommy and the song “Pinball Wizard.” One student expresses a dislike for the movie, but 
Lees points out that the movie and the album are two different things. She asks the 
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students to write down the dates of the album, the stage production, and the movie. The 
students who have seen the movie express “a weirdness” about it. Lees begins another 
“connection” discussion as she talks about Ann-Margret’s acting role in the movie. The 
students all recognize her name, and one student asks, “Wasn’t that one of Elvis’s 
girlfriends?” Lees confirms that they have discussed Ann-Margret before in conjunction 
with Elvis’s private life, and they are going to see her perform in a scene from the Tommy 
movie. As Lees explains the libretto of Tommy, the students remain very interested and 
attentive. She shows the scene from the movie Tommy where Tommy overthrows Elton 
John’s character as the Pinball Wizard. The students are fixated on the television screen 
and watch the film intensely.   
The next topic of instruction is The Who’s album Quadrophenia and the idea of a 
“concept album.” The students are taking notes as Lees explains the concept of the songs 
on that particular album. She tells the students that she is not going to play the song 
“Who Are You” because it contains curse words. The students are anxious to know 
which words were used, so she says, “Who the ‘French’ are you?!” All the students 
laugh, as they enjoy Lees’s explanation.  
The students are intrigued by the information that Lees gives them about the death 
of The Who’s drummer, Keith Moon. She explains his use of alcohol, drugs, and 
specifically horse tranquilizers. She explains to the students that Cass Elliott, better 
known to the students as “Mama Cass” from the band The Mamas & The Papas, died in 
the same apartment where Keith Moon died. She uses the Book of the Dead to show the 
students pictures of a plaque that marks where Keith Moon died. 
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Lees tells the students that Kenney Jones was Keith Moon’s replacement as the 
drummer for The Who and that Moon and Jones had had their picture taken together at 
the party where Moon eventually died. The students write this information down quickly 
and speak words such as, “Wow!” and “Whoa!” to express their interest in this 
coincidence. She takes their disbelief one step further by explaining to them that Zach 
Starkey eventually replaced Kenney Jones as the drummer and that Zach Starkey is 
Ringo Starr’s son. The students erupt in surprise and make an immediate connection with 
what they have already learned in the class. Without prompting, several students ask 
questions about John Entwistle’s death to see if he died in a mysterious way as well. Lees 
confirms their suspicions as she tells them that Entwistle had died in a Las Vegas hotel 
room along with an exotic dancer by means of a cocaine-induced heart attack. The 
students seem almost joyous that they had predicted his demise. The interaction between 
Lees and the students is very fluid and two-way. Avery described this best when he 
explained Lees style of teaching, stating, “The student–teacher interaction surprises me. 
Most of the time a teacher talks and we take notes, but this class was more like a 
conversation every day. I mean, we took notes and everything, but our reactions to Lees 
and her responses back were just very different from any other class I have taken” (I-
AM3p2).  
 Lees plays the song “Pinball Wizard” from the rock opera Tommy for the class. 
Some students “air-guitar” to the music as it plays. At the conclusion of the song, Lees 
plays the video excerpt from the Tommy movie with Elton John playing and singing 
“Pinball Wizard.” The students watch the movie and many make comments about Elton 
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John’s glasses. One student makes a comment about how the movie version of the song 
revolved around the piano playing because Elton John was a piano player. As the scene 
continues, Lees points out the different members of the band as they come on the screen. 
At the conclusion of the scene, Lees announces to the students that they will be in the 
library the next day to begin work on their research projects. She then dismisses the class 
members to their advisory session, and they leave in a very orderly fashion. 
Fifth Visit 
 This class begins with a discussion about Justin Bieber and some event that is 
going on with his girlfriend. I do not quite get all the details, but the class is very 
animated about the topic. Lees had taken her band and orchestra to a state festival 
performance the day before, which had resulted in a substitute teacher proctoring the 
class. The students had taken the quiz “Britain Invades, America Fights Back” that Lees 
had created and that had covered British bands of the 1960s, such as the Beatles, the 
Animals, the Rolling Stones, Herman’s Hermits, the Kinks, Motown, the Mamas and the 
Papas, and the Hollies (Appendix EE). She passes the quizzes back to the students and 
asks them to grade the quizzes in class. There is a very friendly atmosphere in this class, 
but Lees “hushes “ the students every once in a while. One student jokingly asks Lees, 
“Why don’t you take time out of your day and grade them yourself!?” Lees and the 
student laugh. It is apparent that the students know how busy Lees is with her 
responsibilities as assistant band director and head orchestra director at the high school. 
 Once the students have their quizzes back, Lees begins reading the questions and 
asking the students one at a time what they wrote down for the answer. Even when the 
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students give the wrong answer, Lees tells them that she likes their answer and then asks 
another student if he/she wrote down a different answer. Avery really appreciated this 
approach to teaching, claiming that Lees was, “very nice and she’s good at teaching it 
too. She can actually tell it to where we understand it. I would recommend this class to a 
friend” (I-AM3p1). There is a very positive spirit in the air, which creates a comfortable 
environment for the students to give their honest answers. Most of the students are 
getting the correct answers to the questions, but Lees still expounds on the answers and 
offers more information to the students about the subject. After answering a question 
regarding the song “Henry the VIII,” a student begins to sing the song out loud. Lees 
responds, “I feel like I have been serenaded!” 
One student gets only half of an answer correct and asks Lees, “Do I give myself 
half credit?” Lees answers, “Yes!” Sometimes, when the students answer questions, they 
make comments such as, “I love that song!” or “I love his name!” One student, who plays 
baseball for the high school, comments on the Animals’ song “Rising Sun” by saying, “I 
made this my walk out song for baseball!”  
As Lees discusses the Altamont Music Festival and its effect on the “death of the 
hippie generation,” the students are very interested and inquisitive. One student confuses 
the Beatles’ manager with the Rolling Stones’ manager. He has the wrong answer and 
explains to Lees why he put the answer he did. She tells him why his answer is wrong 
and asks him to make sure that he changes that information in his notes as well so he 
understands it better. He immediately retrieves his notes and begins changing the wrong 
information he had initially written.  
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After the students have finished grading their papers and returned them, one of the 
students asks Lees if she has seen the YouTube clip of a little girl whose parents had 
videotaped her singing. Although the students all agree it is terrible, they acknowledge 
that people are still buying the recording off of iTunes. A brief and lively discussion 
ensues about this song, the video, and how the little girl is making money even though 
she is a terrible singer. The students acknowledge the irony of pop culture in that it 
creates income for poor performances. Lees’s continual conversations with the students 
are very intentional and represent her new approach to teaching the class this semester. 
She commented, “The more you allow them to talk, the more engaged they are. They 
love the Jerry Springer details. I didn’t think that changing the way I taught this class this 
year was going to make that big of a difference, but it did. They enjoy it more and I enjoy 
it more. I don’t dread coming to class every morning” (I-ML3p3). Benjamin felt exactly 
the same way when speaking of his attendance in class. He stated, “I look forward to 
coming to class everyday” (I-BH2p1). 
The students watched a video on the previous day called “Sounds of Soul” from 
the Time Life documentary A History of Rock ‘n’ Roll, for which they were required to 
complete a worksheet (Appendix FF). Lees tells the class that she is going to pass out the 
worksheets and go over the questions because she wants to give them more information 
about the subject matter, which she would have discussed with them had she been there. 
She begins one question at a time and asks the students for their answers. She then 
expounds on those answers and explains the subject matter in more detail. The goal of 
this section is for the students to make a connection with gospel music and soul music, to 
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discover how soul musicians got their start in gospel music, and to recognize the 
influence of fire and brimstone preachers on the delivery style of this music. 
One student raises his hand and asks, “Which person was more blind, Blind 
Lemon Jefferson, Ray Charles, or Tommy?” Lees answers, “Ray Charles.” She does not 
seem upset because she understands that, even the question is a bit silly, the student is 
nevertheless connecting artists and concepts, and is learning as a result. The students 
listen very intently to Lees’s story about the Apollo Theater. Very few students are not 
looking at Lees as she speaks; rather, they are paying attention to everything she is saying 
and take an extra special interest in the topic of “chitlins.” When Lees finishes going over 
the worksheet up to the point where they had stopped watching the video, she begins to 
discuss Marvin Gaye’s music and life. One student mentions Bob Seger and several 
students begin to talk about how much they like Bob Seger. One student tells the class 
that Bob Seger is going to be performing in a nearby town, and Lees says, “I’m amazed 
how I have a class full of Bob Seger lovers!” 
Lees starts the video from where they had left off the day before. The students 
watch the video, take notes, and ask questions. They appear very interested in the topic of 
soul music and how it relates to the music they listen to in their own lives. A couple of 
students are talking, which causes Lees to discipline them by saying, “NO! Turn around 
and watch!” The next scene in the video addresses the Civil Rights Movement and shows 
footage of the Ku Klux Klan. The students are enthralled with this scene and continue to 
watch with great interest. 
Lees stops the video to comment about James Brown’s song “Say It Loud, I’m 
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Black and I’m Proud.” One student asks, “What is the Black Panther Party?” Lees 
restructures this section of the class to explain the civil rights movement and the different 
approaches that African Americans took to gain their civil rights. Lees incorporates many 
American social issues and world events into her lectures in an attempt for the students to 
make a stronger connection with the music. In addition to this particular set of students, 
Lees claims that one of her favorite parts of teaching the class is discussing world events. 
The video continues until Lees stops it again to talk about Whitney Houston. The 
students ask her if she has seen the movie The Bodyguard or has seen the Asian teenager 
on YouTube who impersonates Whitney Houston. Lees is familiar with both. These 
students are very in tune with the topics of this class and enjoy knowing little tidbits that 
their teacher may not know or introducing her to new pop culture events. 
When the video comes to a conclusion, a student asks a question about the music 
having “runs.” Lees answers the question by explaining how a soul musician would sing 
melismatically. She talks about the first concert she ever attended and then asks the 
students to share the experience of the first concert they ever attended. The students are 
then asked to make a list of the top five living pop musicians they would like to meet. It 
is not an organized discussion, as the students are calling out names quickly. Lees gives 
the students her list of the top five musicians she would like to meet and all of the 
students are very interested in hearing her selections.  
 Lees tells the students to put their video notes away and to open their notes on 
Otis Redding, which they are going to finish. She reviews the music and information they 
had learned from two days earlier and begins talking about his early death and how this 
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limited his musical output. The class listens to “These Arms of Mine” as Lees points out 
that they are hearing the Fats Domino triplet piano feel, which they had studied earlier in 
the semester. As the music continues to play, Lees talks to the students about the STAX 
recording studio in Memphis and asks the students what they remember about it. When 
Lees plays “Sitting On the Dock of the Bay,” all of the students recognize it. Many of the 
students tap their feet, bob their heads, or tap their pens on their notepads. At the 
conclusion of the song, some of the students begin whistling along, but they are not in 
tune. Lees jokingly says, “Oh, please! Quit whistling!” The class laughs at her comment. 
Lees explains to the students how that song was recorded and then, three days later, 
Redding was killed in a plane crash. The students are fascinated by this information.  
Lees shows the students the cover of a Rolling Stones magazine that has a fold-
out of famous pop musicians’ children. She points out Otis Redding’s son and explains 
how he is in the music business now. She identifies the other people in the picture and 
who their parents are. Then, she passes the fold-out around the room for the students to 
see close-up.  
The next musician to be discussed in the Soul unit is James Brown. Lees gives the 
students some basic details about James Brown, and they write the information in their 
notes very diligently. The room is very quiet while they are writing. Several of the 
students speak up and tell Lees that they remember crying on the day that James Brown 
died in 2006. As Lees continues the discussion about common law marriage and all of 
James Brown’s common law wives, the students asking questions about his will, 
considering all his wives and children. They are very interested in the legal ramifications 
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of his death – an example of what Lees describes as the “Jerry Springer” stories. 
Lees talks to the students about James Brown’s early musical influences, the jail 
time he served for stealing cars, and his early band called the Famous Flames. She 
connects the Famous Flames to Jimi Hendrix’s early band the Blue Flames. When Lees 
tells the students that James Brown said he could sweat off seven pounds during a 
performance, one of the students interjects, “Meatloaf needs to do that…he’s husky!” 
Lees and the other students laugh and enjoy this comment. As she plays “Please Please 
Please” for the class, she walks around the room and answers questions for the students 
who have their hands raised. After the song ends, she tells several of the students that she 
is not happy with their extraneous talking. When she gets serious, the class gets very 
quiet. The bell rings, and the students leave in a very orderly fashion. 
Sixth Visit 
Before the bell rings to begin class, a very lively discussion is taking place 
between Lees and the students. One student is eating Twinkies for breakfast, and some of 
the students are talking to each other about how many Twinkies come in a pack and 
talking to Lees about the King High School band playing at basketball games. This is a 
very energetic class that enjoys discussing current events in pop culture with Lees. She 
begins talking about changes to the school schedule because many of them were in 
testing the day before. She had originally planned on giving a test on Psychedelic Rock 
on this day, but due to school-wide testing, she is going to assign a take-home quiz for 
the students to complete over the weekend. Instead, she will begin teaching about the 
music of the 1970s today (Appendix GG). Brittany was grateful not to spend an extra day 
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on the Psychedelic Rock material, exclaiming, “I did not like Psychedelic Rock! I didn’t 
like Jimi Hendrix or Janis Joplin!” (I-BM3p2).  
Lees instructs the students to retrieve a piece of paper so that they can take notes 
on the current events of in the 1970s. This class lecture is at the very end of the semester, 
and Lees is disappointed that she has only reached the 1970s. She explained, “I wanted to 
get to 1994 when Kirk Cobain of Nirvana died, but I was out a lot with field trips… and 
we had some snow days. All of that put us behind” (I-ML3p1).  
Every student reaches into his/her backpack and retrieves paper on which to take 
notes. The first slide of the PowerPoint presentation is entitled “World Events of the 
1970s.” Although the students take notes from the PowerPoint as instructed, Lees 
observed that, on the whole, the students “did not love the PowerPoints as much as they 
did in the past. That surprised me” (I-ML3p3). 
The lecture begins with a discussion of events in the 1970s, such as the Apollo 13 
disaster, the United States invading Cambodia, the Kent State University event, Earth 
Day, and the break up of the Beatles. Several of the students bring up the movie Apollo 
13 and connect their knowledge from that movie to what Lees is explaining to them. Lees 
shows the students a map of Cambodia and tells them how that invasion relates to 
students at Kent State University being killed. Because the students are located in a 
college town, there is a connection with this event and what could possibly happen at the 
local university.  
After discussing the creation of the Occupational Safety and Health 
Administration (OSHA) and the founding of Earth Day, Lees turns the discussion to the 
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break up of the Beatles. She asks several leading questions, to which the students who are 
called on answer correctly. Other topics that are covered in this discussion include the 
United States invasion of Laos, the Vietnam War, the Plessy v. Ferguson decision, and 
bussing students in order to uphold desegregation. 
Lees continues with a discussion of the Watergate Scandal and members of the 
Israeli Olympic team being killed in a terrorist attack. Some of the students have watched 
a documentary on the history channel about the Olympic terrorist attack and make a 
connection with this topic. One student connects the movie Forrest Gump and the 
Watergate scene to this portion of the lecture material.  
As more events from the 1970s are shown on slides, the students are very quiet as 
they write down the information. The students are interested and fascinated with how 
Gerald Ford became president, and they ask many questions on this topic, especially 
about impeachment. The class is now very lively as they discuss the rules of 
impeachment and the impact of the Watergate scandal. As Lees discusses the election and 
Jimmy Carter’s presidency, it is evident that the students know a good deal about Jimmy 
Carter as they have many things to add to this conversation. Lees shows a picture of an 
Apple II computer on the screen, and all the students laugh. 
Lees discusses the music topics next, describing the Sex Pistols’ album, Elvis’s 
death, and Lynyrd Skynyrd’s plane crash. The students are very familiar with the Sex 
Pistols’ album and Elvis’s death, but they have many questions regarding Lynyrd 
Skynyrd’s plane crash. When Lees tells the story of Sid Vicious being charged with 
Nancy Spungen’s death, the students pay a great deal of attention and are quite fascinated 
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with it. They have many questions on the topic, but Lees tells them that they will have to 
wait because their questions will be answered in a later discussion.  
One of the last events that Lees discusses with the students is the Three Mile 
Island nuclear power plant disaster. The students understand and connect to this event 
because there is a nuclear power plant located near their town. The students ask many 
good questions about this event. Lees concludes the lecture by talking about the Shah of 
Iran, the Ayatollah Khomeini, and why the Iranian government has such disdain for the 
United States. The students ask many questions that connect these events with current 
events such as the death of Osama Bin Laden. Lees tells the class that all of these 
political events had an impact on the music of the 1970s and that the students will learn 
about that in the next class. The bell rings to dismiss class.  
Semester Reflections 
Lees’s Development of Rock ‘n’ Roll class met for 90 minutes every morning. 
She used multiple computer programs and resources in her daily teaching, including 
Microsoft PowerPoint, iTunes, DVDs, and YouTube videos played through RealPlayer. 
Lees had the freedom to present the music, artists, and rock ‘n’ roll genres for the class to 
study in any form and chronology she liked. She chose to use the order of presentation 
from Stephen Valdez’s book A History of Rock Music, which first presents the blues 
followed by country and western, rhythm and blues, New Orleans rock ‘n’ roll, Memphis 
country rock Chicago rock ‘n’ roll, vocal group rock ‘n’ roll, surf rock, folk rock, country 
rock, southern rock, funk music, soul music, British beat bands, psychedelic rock, and 
1970s rock styles. 
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Reflecting on the semester, Lees felt that the class was, “Very enjoyable. They 
were talkative and engaged. Humorous. They seemed to be interested in the topic and I 
was pleased with their progress” (I-ML3p1). Next semester, she intends to “streamline” 
the class by removing some artists from the lectures so that she can get further in the rock 
timeline. She also intends to add more YouTube videos to her lectures. She has found 
that the students respond better to instruction when “you let them be a part of the 
conversations” and so she is going to maintain that approach (I-ML3p2).  
Lees claimed that she had no real pressing behavioral issues, but labeled her 
students as “Chatty Kathys” due to the high amount of student–teacher interaction in the 
class (I-ML3p2). Only two students had attendance problems, and the majority of the 
students did “pretty well” on quizzes, assignments, and exams. If a student did not do 
well in her class, she claimed that it was because, “They were either absent and didn’t do 
make up work or there are kids who are super smart who didn’t turn in homework” (I-
ML3p2). She was pleased with the PowerPoint presentation projects, but felt as though 
the students could have put more effort into the library portion of the research. Not only 
did the students meet Lees’s expectations in the class, but, she exclaimed, “Sometimes 
they exceeded them!” (I-ML3p2) 
The students in Lees’s class shared similar and differing experiences. Avery felt 
like the class went “Alright, pretty good” (I-AM3p1). He most enjoyed learning about 
“The Who, Led Zeppelin, Southern Rock, the 60s, 70s, 80s, that kind of stuff” (I-
AM3p1). Avery claimed that he did not enjoy the music at the beginning of the semester, 
saying, “I didn’t like the blues and all that, but I saw how it all came together in the end 
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though” (I-AM3p1). He rated his behavior as “pretty good” because the class was in the 
morning so he was too tired to misbehave. He acknowledged that he was late to school 
many times at the beginning of the semester because, “I just couldn’t get up in the 
mornings and then I kind of got it in gear” (I-AM3p2).  
Avery enjoyed learning the content material in the class, felt like the presentation 
of the material was good, and believed that Lees had done a good job of teaching the 
course. If he could change anything about the course, he would focus less on the blues. 
He named the specific bands he had looked forward to studying, such as the Beatles, the 
Rolling Stones, The Who, Nirvana, and Queen. Avery claimed he did not have any 
problems with his assigned projects or listening assignments throughout the semester, 
stating, “It was pretty easy” (I-AM3p2). He was able to understand the progression of 
rock music by the end of the semester, saying, “I wouldn’t have thought before this class 
that blues really had much to do with rock at all, but how it all kind of flows together, I 
wasn’t expecting that” (I-AM3p2).  
Like Avery, Ben felt like the class went “pretty good” (I-BH3p1). He most 
enjoyed learning about the music and the time period of the 1960s, whereas he least 
enjoyed learning about the blues. He rated his behavior as “pretty good,” saying, “I got in 
trouble here and there for talking” (I-BH3p1). He missed three days of class when he was 
sick, but believed that he was getting an A for his final grade.  
Ben “sort of” found a connection with the material. He stated, “As we got closer 
to the end and were doing more newer music it related to what I listen to with my 
friends” (I-BH3p1). He did not have any problems with his assigned projects or listening 
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assignments throughout the semester and felt that in ten years, he would probably 
remember Ms. Lees’s enthusiasm the most.  
Brittany expressed quite a high level of enjoyment for the class, stating, “I had a 
lot of fun” (I-BM3p1). She most enjoyed learning about the British Invasion, the Beatles, 
and the culture of the late 1960s, but did not enjoy the lessons on Psychedelic Rock. She 
commented, “I liked the 1960s the best, but I didn’t like Jimi Hendrix or Janis Joplin!” (I-
BM3p1). She only missed two days of class due to her car not starting one day and being 
on a field trip the other, but expected to receive an A grade.  
Brittany enjoyed learning the content material in the class and liked the way Lees 
presented the material, saying, “She just made it fun and easy to understand. It wasn’t 
like she gave us all the notes in five minutes and said, ‘OK, good luck!’ She actually 
helped” (I-BM3p1). She regretted missing the second part of the Queen lecture due to 
being on a field trip. If she could change anything about the course, she would cut out 
Psychedelic Rock.  
Brittany was able to find a connection with the course material. As she explained: 
I listen to JackFM a lot, which is a bunch of older songs and when they would say 
something about a particular artist, I actually knew what they were talking about! 
I listened to that music a lot before I took this class, but I definitely listen to it a 
lot more now and appreciate it on a whole new level (I-BM1p2). 
 
She did not have any problems with her assigned projects or listening assignments 
throughout the semester and felt that in ten years, she would probably remember Ms. 
Lees and the songs they studied the most.  
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Chapter 6: Presentation and Analysis of Emergent Themes, Discussion, and 
Implications 
The purpose of this study was to examine the experiences of students and teachers 
in a traditional general music class and a popular music-focused general music class 
setting. In this study, I view those experiences through the lenses of subject matter and 
teaching techniques that provide meaningful learning occurrences, as well as the teacher 
and student experiences with the classes as a whole.   
The following research questions guided this study: 
1. Which aspects of the subject matter of a traditional general music class and a 
popular music class appear to provide meaningful learning experiences for the 
students? 
2. Which aspects of the teaching techniques of a traditional general music class 
and a popular music class appear to provide meaningful learning experiences 
for the students? 
3. What are the experiences of the teachers and students within a traditional 
general music class and a popular music class? 
I used the construct of meaningful learning as the framework for this study, which 
can be defined as “a process in which new information is related with previous 
knowledge within the cognitive structure of the learner” (Viola, Giretti, & Leo, 2007, p. 
64). Meaningful learning involves knowledge that is well integrated with what the 
students already know and allows them to make inferences and apply knowledge.  
I utilized a comparative design to study the participants in their classroom settings 
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over the course of one semester. Through interviews, observations, and artifact review, I 
aimed to provide an accurate representation of two high school general music classes. In 
this chapter, I will present the emergent themes from the two classes, which were 
grouped into two categories: (a) meaningful learning experiences of the curricula and 
teaching methods and (b) student and teacher experiences in the classroom. Some themes 
emerged that were particular to each class, while other themes emerged in both classes. 
The cross-case themes and within-case themes of meaningful learning experiences of the 
curricula and teaching methods will be presented first, followed by the cross-case themes 
and within-case themes of teacher and student experiences. Figure 2 shows the 
categorized emergent themes of meaningful learning experiences of the curricula and 
teaching methods and student and teacher experiences that were the same for both classes 
(cross-case themes) and different between the classes (within-case themes). 	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Meaningful Learning Through Curricula and Teaching Methods 
Cross-Case Themes 
Students enjoying music studied at the end of the semester more than music studied at 
the beginning of the semester 
High level of student–teacher interaction and engagement when students were studying 
a popular style of music 
Within-Case Themes 
Music for Listeners Class Development of Rock ‘n’ Roll 
Expressed student desire to learn popular 
music 
Student connection of class topics with 
outside of school activities 
Student lack of comprehension of the 
Western art canon 
Opportunities for music listening 
Student behavior  
Teacher and Student Experiences in the Class 
Cross-Case Themes 
Teacher background 
Teacher attitude toward teaching general music 
Teacher class frustrations 
Student attitude toward note-taking 
Student completion of class projects 
Within-Case Themes 
Music for Listeners Class Development of Rock ‘n’ Roll 
20-minute reading and journaling session Conversational style of content delivery 
Student impression of lengthy video 
worksheets 
Positive student and teacher attitude 
toward each other 
Requirement to complete multiple activities 
during a class session 
Use of technology 
Figure 2. Chart of both cross-case and within-case emergent themes 
 
Cross-Case Themes of Meaningful Learning Experiences Through Curricula and 
Teaching Methods 
Over the course of the semester, two themes emerged in both classes that showed 
aspects of meaningful learning through curricula and teaching methods. These themes 
included the students enjoying the music that was studied at the end of the semester more 
than music that was studied at the beginning of the semester, and a high level of student–
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teacher interaction and engagement when the students were studying a popular style of 
music.  
Music at the Beginning of the Semester vs. Music at the End of the Semester 
Although the students in the two classes studied completely different kinds of 
music, both groups of students expressed a dislike for the music presented at the 
beginning of the semester. The Music for Listeners students, such as Allen, did not like 
chant or opera, while the Development of Rock ‘n’ Roll students, such as Avery, did not 
care for the early blues or country and western music.  
During the first and second interviews, all three students interviewed in the 
Development of Rock ‘n’ Roll class (Avery, Ben, and Brittany) commented that they did 
not enjoy the music from the beginning of the semester, which included blues music by 
Blind Lemon Jefferson and Robert Johnson, and country music by the Carter Family and 
Hank Williams. Student comments about early country and western were highly 
unfavorable and included, “The Carter Family was not so good!” (I-BM2p1). Avery 
posited, “I guess I would have focused less on the blues and stuff. I know it’s important, 
but I would have focused less on it” (I-AM3p2).  Although Brittany said she did not 
enjoy that style of music, she did have a meaningful learning experience with it. She 
stated:  
I listen to the radio station JackFM a lot, which is a bunch of the older songs, and 
when they would say something about a particular artist, I actually knew what 
they were talking about. I listened to that music a little bit before I took this class, 
but I definitely listen to it a lot more now and appreciate it on a whole new level. 
(I-BM3p2)  
 
Students in the Music for Listeners class, such as Gary, Henry, and Allen, seemed unable 
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to make links to experiences outside of the classroom until they studied more recent 
music toward the end of the semester.  
Students in both classes were interested in learning about the music that was 
presented toward the end of the semester, considering it “closer to our time” (I-AC2p2). 
Comments from Henry in the Music for Listeners class, such as, “I think I’ll remember 
Bob Marley best,” (I-HJ3p2) and from Ben in the Development of Rock ‘n’ Roll 
students, such as “I liked the 1960s the best!” (I-BH3p1) showed more meaningful 
learning experiences related to the music at the end of the semester in both classes. These 
preferences help to confirm the views of many scholars, such as Campbell (2007), 
Lamont et al. (2003), Snell (2007), and Woody (2007), who suggested that a popular 
repertoire in the general music class would connect better with students. This was 
particularly apparent when Cash and Lees allowed the students to study bands and artists 
of their choosing.  
Student–Teacher Interaction and Engagement  
Student–teacher interaction and engagement was very prominent in both classes 
when the teachers presented and discussed popular music. In the Development of Rock 
‘n’ Roll class, popular music was discussed every day. As a result, the student–teacher 
interaction and engagement was continuous throughout the semester. Students asked 
many questions during each class. Although these questions were sometimes about 
answers on tests, more often the students sought additional information about the subject 
matter being taught or stories about musicians that Lees was telling. They remained 
involved in class discussions, bobbed their heads or air-drummed to music being played, 
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and made connections between the content they were learning and the content they had 
already learned at the beginning of the semester. Lees’s teaching style helped to produce 
meaningful learning experiences for the students. 
Lees encouraged the students to voice their opinions and often expounded on their 
comments. I repeatedly observed meaningful learning occurrences as the students asked 
numerous questions related to experiences they had encountered outside of class—
YouTube videos they had watched, current pop singers’ behaviors they had read about, 
music they had listened to, and current events they had heard about. For instance, when 
studying The Who, the students asked questions about the rock opera Tommy and Pete 
Townshend’s arrest for child pornography, because they had viewed scenes from the 
opera and knew about the arrest from various news sources. Although some students 
asked many questions that seemed to interrupt the lectures, these questions were 
poignant, made obvious reference to previously learned material, and showed a 
connection with their lives outside of the classroom.  
In the Music for Listeners class, I noticed a discernible rise in student–teacher 
interaction when Cash changed the subject matter from Western art music to popular 
music. The students in the Music for Listeners class exhibited little engagement or 
interaction with Cash throughout the first four months of the semester, during which they 
focused mostly on Western art music from the Medieval, Renaissance, Classical, 
Romantic, and 20th century periods. In the last month of the semester, the class 
concentrated on more popular styles of music, and students completed projects on 
popular artists and songs of their choosing. Davis (2011) addressed student enjoyment of 
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projects in general music classes and wrote, “Many students enjoy researching and 
reporting to the class about a favorite band or artist, as well as learning about the roots of 
current popular music styles” (p. 19). Being able to choose the artists they were familiar 
with for their projects produced meaningful learning experiences for the students as 
evidenced by Henry’s statement, “I’ll probably remember learning about Bob Marley, 
because that is who I picked for my album cover project” (I-HJ3p2). Another example 
was the engaging discussion that took place following a 20-minute reading and journaling 
session in which Cash asked the students to journal about a musician with whom they 
would like to have lunch. All of the students wrote about a current popular musician with 
whom they were familiar and, when asked whom they wrote about, the students willingly 
shared their choices with Cash. By allowing the students to choose a musician from any 
genre of music, Cash presented an assignment that opened up a dialogue and created a 
meaningful learning experience for the students. 
An additional meaningful learning moment occurred when Cash played a 
recording of “Oh! Susanna” for the class and asked the students to name the instruments 
they heard. After enthusiastically doing so, many students discussed the possibility of the 
banjo being played in rap music and how that would change the sound of the music. 
There was a lively group discussion when Cash told students to write a list of imagined 
song titles that would reflect issues facing today’s society, just as Stephen Foster’s and 
Bob Dylan’s music had done in the 1850s and 1960s, respectively. Cash allowed the 
students to discuss topics such as texting and driving, sagging pants, and YouTube viral 
sensations—all issues the students had experience with outside of class. 
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The last observation of the Music for Listeners class consisted of students 
presenting group projects that involved music from the 1920s to the present. The students 
were particularly engaged when speaking about cultural trends, fashion, events, and the 
popular music of the differing decades. During the last month of the semester, Allen 
noted, “It got better here at the end because it’s more our time period and we’re learning 
it” (I-AC3p2). When they were studying Western art music, Cash struggled to get 
students to answer questions aloud. When she asked questions of the students, there was 
usually little to no response. She pleaded for participation after the room had fallen silent 
after prompts or when she was questioning them to check for understanding and mastery. 
But when Cash focused the discussion on popular music and artists, the students eagerly 
voiced their opinions and participated in the discussions. 
Within-Case Themes of Meaningful Learning Through 
Curricula and Teaching Methods 
Within-case emergent themes showing how aspects of the focus of the curricula 
and teaching methods provided meaningful learning experiences to the students included 
student connection of class topics with outside of school activities, expressed student 
desire to learn popular music, and student lack of comprehension of the Western art 
canon. The focus of the curriculum produced two additional within-case themes: 
opportunities for music listening and student behavior. These two themes do not 
necessarily connect with the idea of meaningful learning experiences, but they show how 
the focus of the curriculum affects student interest and motivation.  
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Student Connection of Class Topics with Outside of School Activities 
Heller (1978) suggested, “The general music class should be presented with music 
that is not radically different from the music of the students, family, and community” (p. 
38). A prominent theme for King High School students was the meaningful learning 
experiences Lees provided by connecting class topics to activities outside of school. The 
students in the Development of Rock ‘n’ Roll class expressed that they discussed class 
topics and had meaningful conversations with their parents, listened to songs on radio 
stations with newfound knowledge and insight, and one student even made a song he 
learned in class his “walk out song” for the baseball team. These examples support 
Davis’s (2011) idea that listening to popular music in the general music class may 
encourage students to “listen to the music with their families, perhaps starting some 
interesting conversations about music and even allowing the students to take the lead in 
sharing what they know” (p.20).  
Students would come to class ready to discuss YouTube videos of popular culture 
topics they had viewed, and countless conversations occurred between Lees and the 
students that related to current events and connections to lecture material—all leading to 
meaningful learning experiences. Furthermore, many students in the Development of 
Rock ‘n’ Roll class were able to use those class discussions to appreciate and understand 
music in their daily lives. Avery spoke straight to this and said, “Before this class, I 
wouldn’t have thought that the blues really had much to do with the rock music I listen to 
now, but I see now how it all flows together” (I-AM3p2). During my observations and 
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interviews at Bain High School, none of these types of conversations or insights were 
noted.   
Expressed Student Desire to Learn Popular Music 
In order for the music to connect with their lives outside of school and to provide 
meaningful learning experiences, many students in the Music for Listeners class agreed 
that more popular styles of music would need to be studied. Henry stated, “I think I 
would enjoy the course, like it a lot more, and be excited to come to class if we learned 
about things I listened to” (I-HJ1p1). Alex said he had been looking forward to learning 
about music that was “closer to our time” in the second half of the semester (I-AC2p2). 
These opinions were similar to those in Campbell et al.’s study (2007), in which 
adolescent students were asked to express the meaning of music inside and outside of 
school. In the study, students complained about boring classes and boring music in 
classes with a Western art music focus. Cash’s Music for Listeners students suggested 
that class should include “newer, more modern music and bands” (I-HJ1p1) and “rock 
and now” (I-AC1p1). Henry pointed out, “I wish we could have done more exciting 
projects like the album cover we did where we got to pick a group or popular artists” (I-
HJ3p2). Cash did provide more meaningful learning experiences when she presented a 
popular music unit during the last month of the semester. The students expressed an 
appreciation for this subject matter.  
Student Lack of Comprehension of the Western Art Canon 
Leonhard (1968) wrote that general music classes present music to the students 
that “receives scant, if any attention from outside the school” (p. 50). For the last 47 years 
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and for the majority of the semester, this was the case for the Music for Listeners class. 
The focus on the Western art canon created an environment of learning in which many 
students were never fully able to absorb the class content. An example of this included a 
lesson on Mozart’s opera The Marriage of Figaro. After the students had read the opera’s 
libretto, Cash asked students questions to gauge their understanding of the plot. The first 
student called on was asked to name the characters and their relationships, but the student 
was unable to answer either part of the question. The second student also struggled to 
answer the same questions and was only able to name Figaro as a character. As Cash 
continued to ask questions pertaining to what the students had read about the opera, none 
of the students were able to answer correctly. In two of Allen’s interviews, he spoke 
about his disconnect with opera and suggested that this was a general feeling among his 
peers. He spoke about having trouble understanding opera because it was so unfamiliar to 
him and professed that opera was the least enjoyable topic of the class because, “it’s just 
like that one thing that a lot of people don’t get into” (I-AC2p1) (I-AC3p1). This is a 
specific example of how the students experienced lessons that lacked meaningful learning 
opportunities.  
Opportunities for Music Listening 
In contrast to the Music for Listeners class, the Development of Rock ‘n’ Roll 
students had many more opportunities for the students to listen to music. With each 
lecture about an artist or a band, Lees played multiple listening examples for the students. 
The students often sang or whistled along, would bob their heads, and pretend to be 
drumming or playing guitar to the music. Scott (2011) observed that when students listen 
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to music, they contextualize it historically and culturally, and when the sounds are 
memorable, the music “resonates with what they know and provides avenues for further 
musical understanding” (p. 195). The music listening opportunities in the Development 
of Rock ‘n’ Roll class provided meaningful learning experiences for the students as they 
were able to relate the music to what they already knew, while furthering their 
understanding of new artists and songs. During my six observations of the Music for 
Listeners class, Cash played music for the students three times. Although there were 
several videos shown that had music playing in the background, and in the last 
observation students played examples of recorded music for each other, the students only 
actively listened to one complete piece of music during my visits. On the other two 
occasions, short musical examples were played to illustrate major versus minor modes 
and to demonstrate a Baroque piece of music. My class observation on the presentation of 
Mozart’s The Marriage of Figaro was an example of the lack of listening opportunities 
Cash presented to the Music for Listeners students. Although they read the libretto and 
attempted to discuss the characters and Mozart’s themes of the opera, they never listened 
to a musical excerpt during my observation.  
Student Behavior  
Paynter (1982) stated that behavioral issues arise when students are bored and 
cannot see the relevance of what they are doing or learning. The occasional behavioral 
issues of students in the Music for Listeners class seemed to be brought on by their lack 
of meaningful learning experiences through the content of the class. This tendency 
supported Snell’s (2009) argument that by continuing to center music learning on the 
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same Western art canon, one runs the risk of experiencing student apathy, poor retention 
of taught material, and misbehavior. Cash realized that the students really struggled to 
connect with the content she had chosen to present in the Music for Listeners class, which 
did not lead to meaningful learning experiences for the majority of the semester. She 
posited that the lack of connection between the subject and the lives of the students’ 
outside of school was the biggest reason for the lack of student interest. She stated, “I 
don’t know if they are really motivated by the subject matter” (I-MC2p1).  
Students who were not behaving as Cash expected were never written up for 
office referrals. Rather, she was able to handle behavioral issues—such as talking, 
sleeping, or not turning in work—by speaking to students one-on-one in a very soft, 
calm, and subdued voice. She often approached the off-task student very inconspicuously 
while the class was working on an assignment. She addressed other issues, such as late 
work and slipping grades, in the same manner. This approach appeared to work well for 
her, as none of the students she spoke to during my observations ever talked back or 
seemed upset when the conversation was over. Their body language always included an 
affirmative head nod, eye contact, and a sense of understanding of Cash’s expectations of 
them. These one-on-one talks were never disruptive to the entire class and did not appear 
to embarrass any of the students.  
Cross-Case Themes of Teacher and Student Experiences  
Over the course of the semester, themes emerged in both classes that helped to 
identify both teacher and student experiences. I will present the cross-case teacher 
experiences first, including teacher background, attitude toward teaching general music, 
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and class frustrations. I will then present the cross-case student experiences, including 
student attitude toward note-taking and student completion of class projects. 
Teacher Background 
Cash and Lees attended the same university for their undergraduate education, are 
flute players, held leadership positions in their university band program, went to college 
to become band directors, and teach at high schools about four miles apart. Both teachers 
were always prepared for class, had high expectations of themselves as educators, and 
cared about student learning.  
Attitude Toward Teaching General Music 
 At the beginning of the semester, both teachers admitted that they had not gone to 
college to learn to teach general music classes and that it was not the highlight of their 
days. Once they had decided to become music majors in college, their vision was to 
conduct bands and teach students how to perform well on band instruments. Regelski 
(1981) recognized this mindset when he wrote of music teachers “lamenting the 
likelihood of their being ‘stuck’ with a general music class” (p.57). Cash and Lees 
claimed that they only teach general music classes because there is a need in the school 
for elective classes, but both felt like the guidance counselors used these classes as a 
“dumping ground” for students with holes in their schedule and just “throw kids in there” 
(I-MC1p1) (I-ML1p1). If Cash and Lees had their preferences, they would not be 
teaching non-performance courses.  
As teachers of performing ensembles that consist of students who have chosen to 
enroll in the ensembles and are generally dedicated to the ensemble’s success, Cash and 
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Lees struggled to adjust to teaching the non-performing style of class. They believed that 
the difference between the performing ensemble class enrollment and the general music 
class enrollment was one of choice; students voluntarily chose to be in the band or the 
orchestra, but most of the students in the general music classes had been registered by a 
counselor, not by choice. Although the teachers believed in this notion, interviews and 
observations showed that it was not necessarily the case. Many students registered for the 
classes willingly, either to avoid taking a different class, or because they had a genuine 
interest in learning more about the subject. This shows an inaccurate mindset on the part 
of the teachers who think that nobody wants to learn about music unless they are playing 
an instrument or singing in the choir. Mantie and Turner (2012) argued that more classes 
such as these are needed in order to reach students who are not in performing ensembles 
and to reflect the make-up of society. The election to take these classes by the high 
school students shows that music is important to them, regardless of their performance 
background. 
Although both Cash and Lees felt that their biggest strength in teaching the class 
was their subject knowledge, they both expressed resentment toward the amount of time 
they spent on preparing to teach the general music class. They complained that the time 
required to prepare for the general music class took away from their rehearsal preparation 
for their ensemble classes and the necessary administrative tasks involved in rehearsing 
and overseeing a high school band and orchestra program. This complaint illustrates 
Reimer’s (1970) observation that high school performance teachers regard general music 
classes as an imposition on their time and energies, and is also echoed by Boardman 
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(1990) who claimed that performance-oriented music teachers have an “unwillingness to 
teach such courses, at least partially because of the time and energy it would take that 
might otherwise be used for developing, e.g. the ‘very best band in the state’” (p. 11). 
Cash and Lees both cited the lack of a standard curriculum and choice of textbooks as the 
reason for the time-consuming preparation. Because there was no standard curriculum or 
textbook options, both teachers had to create the class content from their own knowledge, 
the Internet, and books they purchased.  
Teacher Frustrations 
Absenteeism and classroom disruptions were two causes of frustration for Cash in 
the Music for Listeners class. Because she was continuously collecting and redistributing 
student work, the high absenteeism rate in her class made it challenging to keep student 
grades current. She always had a stack of papers that needed to be returned to students 
and was constantly asking students who had missed class to turn in their late work.  
The Music for Listeners class had disruptions during every observation, such as 
students knocking on the door to sell cookies for a fundraiser, the classroom telephone 
ringing, window shades forcefully rolling up, the projector bulb burning out, and students 
dropping hole punchers on the floor. Although Cash handled the classroom disruptions 
well and improvised the best she could when the projector bulb burned out, the 
disruptions stalled lectures and were a distraction to both her and the students.  
Classroom observations showed that Lees had two main sources of frustration in 
her Development of Rock ‘n’ Roll class. When students would take notes, they would 
sometimes have trouble spelling artists’ names or miss certain dates they were instructed 
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to write down. They would ask her repeatedly for the information, and after several 
reiterations, Lees would get visibly aggravated. The other source of frustration came 
when the students would continue to ask questions about the subject material when she 
was clearly ready to move forward in the lecture, or when a student asked an “off-task” 
question.  
Student Attitude Toward Note Taking 
Although students in both classes expressed dislike for taking notes and preferred 
interactive activities and projects, they took notes when asked to do so, and kept folders 
of notes and returned work. When the class was over, Cash’s students expressed that if 
they could have changed anything about the class, they would have taken fewer notes. 
Gary claimed, “It could have been a better format compared to just non-stop notes” (I-
GR3p1). When describing the Music for Listeners class at midterm, the students used 
words and phrases such as “boring,” and “It just involves taking a lot of notes” (I-HJ2p2). 
Henry pointed out, “I wish we could have done more exciting projects instead of notes all 
the time. They get boring for me” (I-HJ3p2). The Development of Rock ‘n’ Roll students 
had the same sentiments regarding note taking. Brittany claimed that, “Taking all the 
notes is what I will enjoy least! Although PowerPoints help, I don’t learn much with 
lecture and taking notes” (I-BM1p2). Avery expressed similar feelings when he stated, “I 
learn best from more interactive things, not taking a lot of notes. I want more getting up 
and doing things, hands-on stuff” (I-AM1p2). 
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Student Completion of Class Projects 
Students in both classes were assigned research projects to complete. The Music 
for Listeners students did an individual research project on a popular music artist or band, 
and they completed a group research project that involved each four-person group 
researching a particular decade and making a class presentation on the cultural, political, 
and musical events of that decade. The Development of Rock ‘n’ Roll students had only 
one project to complete, which was a two-person group research project that culminated 
in a PowerPoint presentation to the rest of the class on a popular music artist or band of 
their choosing. 
Within-Case Themes of Teacher and Student Experiences  
Some themes regarding teacher and student experiences emerged in one class, but 
not the other.  I will first present the Music for Listeners within-case themes, which 
include the consequence of a daily 20-minute reading and journaling session, student 
impression of lengthy video worksheets, and the requirement to complete multiple 
activities during a class session. I will then present the Development of Rock ‘n’ Roll 
within-case themes, which include a conversational style of content delivery, a positive 
student and teacher attitude toward each other, and use of technology. 
Music for Listeners Within-Case Themes of Teacher and Student Experiences  
Consequence of a daily 20-minute reading and journaling session. Bain’s 
Music for Listeners class began each day with a school-wide mandated 15-minute 
reading session followed by a 5-minute journaling session. During each class observation 
there were between one and five students who did not participate fully in the activity, 
  166 
 
 
either by not having material to read or by not reading or writing as Cash instructed them 
to do several times. The majority of student behavioral issues occurred during this 
activity every day, and these would sometimes spill over into actual class instructional 
time. Cash was continuously asking the students to read, take their heads off their desks, 
sit up, and stay on task. If similar student behavior was present during the lecture, it was 
most often the same students who had not participated in the reading activity. Cash 
commented on this type of student behavior saying, “I feel like I’m having to talk to them 
about getting things done and paying attention. Like today, I said get your head up off 
your desk 10 times!” (I-MC2p1). The reading time gave Cash some extra time to prepare 
her lecture presentations, but constantly having to nag the students to read, sit-up, and 
stay on task was a point of concern for her.  
Although none of the students who were interviewed mentioned the 20-minute 
reading and journaling session, class observations showed a lackluster effort on the part 
of the students during this time. Starting class with an activity the students seemed to 
dread created a negative environment for Cash and the students each day. 
Student impression of lengthy video worksheets. Cash’s video selections were 
often full-length films or documentaries that were lengthy and substantial. Cash provided 
the students with worksheets for most videos that were shown. The worksheets were 
designed to encourage students to follow along and answer questions based on the 
information the video presented. Instead, the lengthy worksheets evoked disinterest, 
aggravation, and irritation in the students, as expressed by Gary who stated, “Every 
sentence of the movie was on a sheet we had to fill out. We couldn’t even watch the 
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movie because there were so many things to fill out” (I-GR3p1). This created much 
frustration for the students who repeatedly complained about the number of questions on 
the worksheets and how they could not enjoy the videos because they were constantly 
waiting for the next question to be answered.  
Requirement to complete multiple activities during a class session. In order to 
keep the students on-task and active, Cash developed several different passive-learning 
assignments for each class session. For example, a typical class consisted of the students 
taking notes off of Active Inspire slides for a while, moving into small groups to 
complete a worksheet for another segment, and then watching a video while completing a 
video worksheet for the last part of the class. Although Cash was attempting to provide 
the students with varied activities, she found that both she and the students viewed them 
as busy work. The environment that was produced was dominated with creating, 
distributing, collecting, grading, and redistributing work that she found exhausting and 
difficult to track. Her attempt to keep the students interested by using differing 
assignments created mounds of busy work for the students and created a vast amount of 
paperwork for Cash. Although the students followed directions and participated in the 
many different activities and assignments, it seemed difficult for them to maintain 
interest in a topic or activity for an extended period of time.  
Development of Rock ‘n’ Roll Within-Case Themes of Teacher and Student 
Experiences  
Conversational style of content delivery. The students often arrived early to the 
Development of Rock ‘n’ Roll classroom because it was the first class of the day. Some 
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students ate their breakfasts, other students initiated conversations with Lees regarding 
pop music current events, and other students socialized with their peers. The beginning of 
each class was carefree, casual, and allowed Lees to gather information from the students 
in order to create a meaningful lesson. Sometimes Lees would begin class by returning 
quizzes and reviewing the answers, but other times she simply referred to where they had 
stopped the day before and recommenced the lecture. Often, before she began the new 
segment of a lecture and PowerPoint presentation, the students asked questions about the 
information they had been given in the previous day’s lesson. Thus, the class began with 
a meaningful learning dialogue between the students and the teacher, which set a 
conversational tone for the remainder of the lesson. Lees often engaged the students in 
conversation in order to encourage them to draw connections between knowledge they 
had already gained and subjects they had already covered in class. Lees felt that her 
conversational style of delivery held student interest very well and provided meaningful 
learning experiences for the students. 
Positive student and teacher attitude toward each other. The personality, 
conversational style of delivery, energy, and teaching method Lees used in the classroom 
made the class very enjoyable for the students, helping to confirm Hughes’s (1987) 
theory that, “Students often enjoy a subject because of the teacher and the way the class 
is run” (p. 33). When discussing their attitudes about the class, the students expressed 
excitement, using the word “fun,” and one even claimed, “I look forward to coming to 
class everyday” (I-BH2p1). Brittany and Ben agreed that Lees, herself, would be what 
they would remember the most, stating, “Probably Ms. Lees” and “Probably Ms. Lees’s 
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enthusiasm.” (I-BM3p2) (I-BH3p2). These comments by the students and my 
observations of Lees’s teaching style unearthed an unexpected finding in this study. 
Perhaps the students in the Development of Rock ‘n’ Roll class enjoyed the course 
because of their experience with Lees’s teaching style, rather than because of the style of 
music they studied. Or, perhaps it was a combination of both.  
Lees commented on her experience with the students, and stated, “Oh, they’re 
funny! They can get out of hand, but they are funny and come up with the best stuff! 
Even if I want to get irritated with them, I can’t. They are very witty and smart this 
semester” (I-ML2p2). Lees shared that she had found teaching the Development of Rock 
‘n’ Roll class to be a very rewarding experience, which was the opposite of the way she 
felt about teaching the class at the beginning of the semester and in contrast to those 
described by Boardman (1990), McLaughlin (1986), and Regelski (1981) who claimed 
that general music teachers have resentment and disdain toward teaching the class. She 
enjoyed teaching this subject to students who showed many levels of meaningful learning 
and who hung on to every word of her “Jerry Springer” stories about rock musicians, 
eagerly took notes during lectures, sang and bobbed their heads along to the music, and 
asked inquisitive and insightful questions (I-ML1p1). She was particularly fulfilled when 
students went home and discussed class topics with their parents. When parents attended 
open houses and shared conversations they had had with their children about topics 
covered in class, Lees felt that her class had opened a unique door of communication. She 
used the class to develop a very effective style of delivery.  
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Comparison of Themes 
Comparing the within-case themes of the two classes, I found several marked 
differences that created contrasting student and teacher experiences between the classes, 
both in terms of the occurrences of meaningful learning and in terms of the curricula and 
teaching methods. Occasional issues with classroom behavior were themes for the Music 
for Listeners class, but not for the Development of Rock ‘n’ Roll class. The students in 
the Development of Rock ‘n’ Roll class responded to all instructions, interacted, and 
were engaged with Lees during every class period. They needed no disciplinary action 
other than the occasional “shushing.” In contrast to students at Bain High School, the 
students at King High School did not put their heads on their desks, need to be reminded 
to sit up, or move around the classroom without permission. Lees did not have to proctor 
a 20-minute reading and journaling session as Cash did every day, and therefore did not 
have the same frustration to begin each class. Although the reading time allowed Cash to 
prepare her lecture presentation, constantly having to nag the students to read, sit-up, and 
stay on task was a point of nuisance for her.  
Another difference in themes is related to the teacher enjoyment of the two 
classes. Lees’s approach of teaching through lecturing, having students take notes off of a 
PowerPoint presentation, playing musical examples as they related to the lecture, and 
allowing the students to freely discuss the topics and ask questions was less work for her, 
and more enjoyable and meaningful for the students and herself. Reflecting on the 
semester, Lees felt the class was “very enjoyable. They were talkative and engaged. 
Humorous. They seemed to be interested in the topic and I was pleased with their 
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progress” (I-ML3p1). Cash did not share that same outlook. She described the class 
experience as having gone “average to fairly well. I think it’s been a very challenging 
class to teach this semester. This is honestly one of the most challenging classes I’ve had” 
(I-MC2p1). Cash reported that she felt the class went poorly by using negative 
descriptive words such as “frustrated” and “exhausted.” She expressed that the class “is 
not the reason I come to work every day” (I-MC1p1). 
Although the teachers were describing their views of the class experience, these 
thoughts speak directly to their enjoyment of teaching the class. Lees attributed the 
change in her conversational style content delivery and the students’ interest in the topic 
to her enjoyable experience (marked by meaningful learning for students), while Cash 
felt her challenges were created by busy work and a lack of student connection to the 
subject content (very few meaningful learning experiences).  
Continuous interaction and engagement between the students and teacher, along 
with student questions about the subject matter were themes for the Development of 
Rock ‘n’ Roll class that did not emerge from the Music for Listeners class. Student and 
teacher engagement and interaction only occurred in the Music for Listeners class when 
the class topic was one of popular music. Cash posited that this was due to the students’ 
disinterest in the topic of Western art music.  
I believe that student and teacher engagement contributed to the theme of positive 
student attitude toward the teacher that was only present in the Development of Rock ‘n’ 
Roll class. Due to the extremely high amount of interaction and engagement, the students 
in Lees’s class connected not only with the subject matter, but with her as a person. 
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Perhaps the lack of interaction combined with the many classroom activities and 
assignments prevented the students from getting to know Cash in the same way that that 
Lees’s students felt they knew her. 
Conclusions 
When speaking about the components of a high school general music class, 
Hughes (1987) wrote, “A teacher’s choice of music and teaching activities is crucial. 
Two things are essential: The music must have or be able to generate appeal and there 
must be a challenge and chance of success” (p. 35). Linking the conclusions of my study 
with Hughes’s model, it is apparent that the students and teacher in King High School’s 
Development of Rock ‘n’ Roll class had a more positive experience than the students and 
teacher in Bain High School’s Music for Listeners class. This conclusion is likely due to 
the combined influence of the following characteristics of the King experience: (a) 
student connection of class topics with outside of school activities; (b) the presence of 
many music listening opportunities; (c) continuous student–teacher interaction and 
engagement; (d) a conversational style of content delivery; and (e) the presence of 
popular music, all of which resulted in meaningful learning experiences for the students. 
These meaningful learning opportunities can be credited for the more positive student and 
teacher attitudes in the Development of Rock ‘n’ Roll class.  
The Development of Rock ‘n’ Roll class has provided a way to view not just a 
general music class focused on popular style music, but also a presentation approach for 
all general music teachers to consider. The teaching style involves finding a way for 
students to connect class topics to their outside of school activities, providing ample 
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opportunity for music listening in the classroom, fostering continuous interaction and 
engagement between the students and the teacher, and using a conversational method 
when disseminating content information. A combination of these techniques provided a 
more positive experience for the students and teacher than did Cash’s approach of 
multiple class activities, limited music listening, very few instances of student–teacher 
interaction and engagement, discussion of music and topics that did not connect to the 
students’ outside of school activities, and an overreliance on the Western art canon. 
Woody’s (2007) stance that a popular music model in music appreciation should 
include historical information, cultural context, and listening examples was supported in 
King High School’s Development of Rock ‘n’ Roll class, but it was Lees’s interactive 
and conversational style of delivery that appeared to have the biggest influence on the 
students in her class. Durrant (2001), Paynter (1982), and Snell (2009) all described how 
behavioral issues occur when there is a lack of relevancy; however, I argue that 
behavioral issues occur when students are bored with the way in which the material is 
presented. Perhaps the students in the Music for Listeners class would have had a higher 
level of enjoyment of the Western art canon if Cash had been more conversational, 
provided more music listening opportunities, and found a way to connect the subject to 
the students’ outside of school activities.  
Implications for the Profession/Music Educators  
Our goal as high school music educators should be to bring music education to all 
students. We must find new and inventive ways to reach them, while utilizing effective 
teaching strategies. Based on the results of this particular study, those effective teaching 
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strategies include: 
• associating class topics with outside of school activities 
• providing many music listening opportunities 
• fostering student–teacher interaction and engagement 
• employing a conversational style of content delivery 
• making popular music the cornerstone of the curriculum 
• presenting interesting material in a stimulating way 
Building a general music class on these principals will enable students to connect with 
the teacher and the content, which in turn will provide meaningful learning opportunities 
for the student. For the teacher who feels saddled with teaching a non-performing class, 
the use of these teaching strategies can create significance in students’ lives, helping to 
relieve the burden of teaching a general music class.  
 Associating class topics with outside of school activities and making popular 
music the cornerstone of the curriculum engages the students in conversation, encourages 
questions, and presents material in an interesting way. Students appreciate a learning 
environment where their curiosities are peaked, a content that connects their education to 
their social lives, and a teaching style that uses open-ended conversations, allowing for 
their questions, comments, and insights on the subject matter.  
 It can be difficult to learn music without listening to it. If a student’s life 
experiences do not include music in the Western art music canon, attempting to teach 
listening skills using that genre can prove frustrating for both the teacher and student. 
General music teachers should provide ample music listening opportunities, and the 
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music selections should be relevant to the students in order to foster meaningful learning 
occurrences. This includes the use of popular music in the classroom and an open 
dialogue about its importance in society and to the students in particular. 
Teachers can present interesting material in a stimulating way by utilizing a 
conversational style of lecture, focusing the curriculum on popular music, and associating 
class topics with outside of school activities. They should consider removing unnecessary 
busy work and activities while ensuring that any video footage used in class is poignant, 
related to the topic, and can hold student interest.  
In some instances, there may be students in a general music class who have 
limited experiences with rock ‘n’ roll music, popular music, or music in general. For 
instance, a foreign exchange student from a country or culture with religious restrictions 
that prevent him/her from experiences music of any kind may find it difficult to have the 
same connections to the class topics that the Development of Rock ‘n’ Roll students had. 
In this case, a teacher would be imposing rock music on the student, just as Mrs. Cash 
imposed Western European art music on her students in the Music for Listeners class. 
Although the teacher could still use the same teaching techniques such as associating 
class topics with outside of school activities, providing many musical listening 
opportunities, fostering student–teacher interaction and engagement, employing a 
conversational style of delivery, and presenting material in an interesting way; making 
popular music the cornerstone of the curriculum may not be a successful strategy. In this 
case, the teacher should be compelled to learn more about that student’s background and 
views of music in his/her home community and customize lessons that would better 
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connect with the student’s previous knowledge in order to provide that student with 
meaningful learning opportunities. 
Many college music education programs are focused on teaching students how to 
rehearse performing ensembles and do not sufficiently train pre-service teachers in 
aspects of the general music class. Once these students become working teachers, they 
tend to feel that they do not have sufficient time to effectively prepare to teach a general 
music class well due to their focus on the performing ensembles. In order to provide 
meaningful learning experiences for the general music student, teachers should take the 
time to design and constantly adapt a general music class that is reflective of the rapid 
changes of student interests. Teachers must explore what is important to students year 
after year and be willing to adjust the curricular content in order to reflect these changes. 
This may mean disregarding some or all of the content presented in an assigned textbook 
or district authorized curriculum. 
Based on my study and the theories of other scholars on this topic (e.g. Campbell, 
Lamont, Snell, and Woody), I argue that a high school general music teacher should build 
a curriculum based on the topics and music that can provide the students with the most 
meaningful learning opportunities. Furthermore, I attest that teaching techniques such as 
those listed above raise the levels of student engagement, enjoyment, and behavior, 
which in turn positively impact teacher attitudes and experiences. 
Should a teacher desire to or be required to teach a genre other than popular music 
in a high school general music class, one approach to providing meaningful learning 
opportunities would be to find threads or entry points to that genre based on the students’ 
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backgrounds. The teacher may incorporate genres like video game music, film music, or 
rock music that incorporates orchestral instruments (such as a few Beatles songs or the 
DVD of Sting performing with the Royal Philharmonic Orchestra) and use those as 
jumping off points to introduce students to Western art music. There is beauty and value 
in learning all different types of music and one of our jobs as music educators is to 
challenge students’ listening and introduce new genres/styles. This is best accomplished 
by connecting music to the students’ experiences (Figure 3). 
 
 
Figure 3. Entry points to Western art music 
 
Future Studies 
 The results of this study raise important questions regarding meaningful learning 
and curriculum focus on both student and teacher experiences in the general music class. 
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Neither of the classes I studied examined jazz music. A study similar to mine with a 
focus on a jazz history class could provide more data on meaningful learning experiences 
for high school students. A study that asks the same questions, yet focuses on performing 
groups, would add to the data of this story. For instance, comparing the experiences of 
the teachers and students in a high school orchestra with a popular-based high school 
performance classes such as a guitar ensemble or popular music ensemble would help to 
provide a broader spectrum of meaningful learning experiences. Technological advances 
have made it possible to offer classes in keyboard, record production, and sound 
engineering. A study on the effect of these classes to produce meaningful learning 
experiences for students could help show an additional avenue for music education 
opportunities outside of performing ensembles and general music classes.  
A similar study such as this would be warranted in other parts of the country in 
order to investigate student and teacher experiences in different states, regions, and socio-
economic situations. The region of East Tennessee does not necessarily have the same 
types of shared values or experiences as an inner-city school in Chicago or a boarding 
school in the Hamptons; therefore, a comparison of schools with differing cultural 
backgrounds could provide a very different set of data than did this study. One aspect of 
this study that was particularly frustrating for the teachers was the lack of a textbook and 
designed curriculum. A study to investigate general music classes that are provided 
textbooks by the school system, and the effectiveness of the textbooks and curricula, 
would be beneficial. Would an assigned textbook help to alleviate the enormous 
preparation time the two teachers in my study lamented about or would the teachers feel 
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too confined to teach only what the textbook presented? In addition, a study on pre-
service training of music education majors to teach general music classes might help the 
profession better understand why performing ensemble directors tend to lament teaching 
these lecture style classes.  
Epilogue 
Cash and Bain High School’s Music for Listeners Class 
 Cash is no longer teaching a Music for Listeners class; rather, she is now teaching 
a Development of Rock ‘n’ Roll class at Bain High School. Cash claims that she has 
found a difference in the level of engagement and interaction of her students and 
attributes that to the difference in the music she now teaches. She has completely 
changed her method of delivery, however, because all students at Bain High School are 
now issued laptops. Therefore, her content delivery must include the use of laptops. 
Because of this, she has created many more technology-focused lesson plans. Cash does 
not teach in the portable classroom any more; rather she teaches the class in the school’s 
drama room. Cash feels that she is a better teacher now than she was during the semester 
of observation. She claims that she tries to talk less, let the students discover more, and 
provide more teaching aids for better student participation. 
Lees and King High School’s Development of Rock ‘n’ Roll Class 
 Lees claims that not much has changed with regard to the Development of Rock 
‘n’ Roll class. She has added a few artists and changed a few small things, but she still 
uses Microsoft PowerPoint, iTunes, RealPlayer, requires the students to do a PowerPoint 
as a group project, and teaches the class in the same conversational style. 
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 APPENDICES 
Appendix A 
TEACHER INFORMED CONSENT FORM 
Title of Project: Music Appreciation Classes in a Secondary Setting: A Case Study of Two 
High School Music Appreciation Classes 
 
Purpose 
We would like permission to enroll you as a participant in a research study. The purpose of the 
study is to examine and compare the experience, cultural relevance, engagement, attitude, and 
behavior of students, as well as the experience and attitude of teachers in a traditional music 
appreciation class setting and a popular music appreciation class setting. By better understanding 
these factors, better curricula for high school general music classes can be developed.  The 
Principal Investigator, Robyn L. Bell, is a Doctoral student at Boston University and the project is 
being completed for her dissertation. 
 
Procedures 
If you agree to participate in this study, we would ask you to participate in 3 interviews, 
allow for your class to be observed between 6 and 12 times, and allow for classroom archival 
documents to be collected. The 3 interviews will be done during in-service days, before school, or 
after school over the course of the semester. The interview will consist of questions about your 
curriculum plan for the class, excitement level and attitude about teaching the class, previous 
successes or failures with teaching the class, particular strengths and weaknesses you perceive 
yourselves to have in teaching the class, historical general level of musical knowledge of the 
students in the class, past experience with classroom behavioral issues, style of teaching, 
evaluation methods, project assignments, and ultimate musical achievement goals for the 
students.  The interviews will last 45 to 60 minutes and will take place in your classroom. The 
interview will be audio recorded.  
There will be between 6 and 12 classroom observations done over the course of your 
class. During the classroom observations, detailed field notes will be taken on student 
participation, attentive note taking, attentive listening to the teacher and musical examples, 
behavior as displayed by the student, teacher enthusiasm, teacher ability to keep the students 
interested and on task, down time, interruptions, class attendance, use of audio/visual aids, 
classroom appearance, class discussions, bulletin boards, organization of lesson, conceptual 
teaching practices, pacing of class, how far along in the curriculum the class has gone, and 
perceived student attitude about the subject matter. The researcher’s role will only be as an 
observer during the classroom observations.  
Artifact collection includes documents such as your course syllabus, classroom rules and 
procedures, notes taken by students, tests, quizzes, projects, and listening assignments. Collected 
archival documents of teacher handouts and student work will be classified as private documents. 
You will be asked to black or cut out students’ names from their submitted work and to collect 
these archival documents in a folder, which the researcher will collect when she arrives for 
classroom observations or interview sessions.  
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Risks and Discomforts 
There are no known risks associated with participating in the study. It is possible that you may 
experience some discomfort in discussing classroom behavior issues and teaching success in the 
class. You will always be free to skip a question, take a break, or stop the interview. 
 
Benefits 
This study will contribute toward the understanding of high school general music. You will not 
receive any benefits from participating in this study. 
 
Compensation 
You will not receive any compensation for participating in this study. 
 
Confidentiality 
Your answers will be kept confidential and may not be disclosed, unless required by law or 
regulation. The information provided by you will be published only in aggregated form (for 
example, tables of information). No identifiable information will be included in any presentation 
or publication.   
 
Data will be stored in locked files only accessible by the researcher and her dissertation advisor 
and destroyed at the end of the research.  All research data will be assigned a code.  The list that 
links the name of the subjects to their code will be kept separately in a locked cabinet.  The 
signed consent forms will be kept separate from the research data. 
 
Audio recording will be transcribed within six months. The audio tapes or mp3 files will then be 
erased or deleted. 
 
Voluntary Participation 
Your participation in this research is purely voluntary. Refusing to participate or discontinuing 
participation will involve no penalty or loss of benefits to which you are otherwise entitled. 
Should you discontinue participation, you can request that all data previously collected be 
destroyed. You may refuse to answer any questions in the interview. 
 
Contacts 
If you have questions regarding this research, either now or at any time in the future, please feel 
free to ask them. The Principal Investigator – Robyn L. Bell at 941-840-3444 or at 
robyn509@aol.com – will be happy to answer any questions you may have. Questions may also 
be addressed to the faculty advisor--Professor Diana Dansereau at 617-353-3350 or at 
drd1@bu.edu. You may obtain further information about your rights as a research subject by 
calling David Berndt, the coordinator of the Boston University Institutional Review Board for 
Human Subjects Research at 617-353-4365 or at dbernt@bu.edu. 
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Agreement to Participate 
I have read this consent form. All my questions have been answered. I agree to participate in this 
study. I have been given a copy of this form. 
 
 
_______________________________________________       
Name of Subject 
 
_______________________________________________                 _______________________ 
Signature of Subject Date 
 
_______________________________________________                 _______________________ 
Permission to Audio Tape Date 
 
_______________________________________________                 _______________________ 
Person Obtaining Consent Date 
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Appendix B 
INFORMED CONSENT FORM 
Dear Parent of Potential Participant, 
I am conducting a comparative study of two general music classes in the Knox 
County School System and your child is enrolled in one of those classes. This study will 
compare a Music for Listeners class and a Development of Rock ‘n’ Roll class offered in 
the school system. My study is seeking to examine and compare the experience, cultural 
relevance, engagement, attitude, and behavior of students, as well as the experience and 
attitude of teachers in these two classes. The following pages outline the purpose, 
procedures, risks and discomforts, benefits, compensation, and confidentiality of this 
study. It is my hope that you will read the Parent Consent form carefully, talk with your 
child (who also has to sign the Student Assent form), and determine if your child will be 
willing to participate in this research study and if you also give permission. If so, please 
sign the Parent Consent form, have your child sign the Student Assent form, and return 
both forms to the teacher of the class as soon as possible. If not, your child will not be 
included in any aspect of the research. Any questions you may have can be addressed by 
contacting anyone listed in the Contact section of the Consent form. 
Sincerely, 
 
Robyn L. Bell 
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Title of Project: Music Appreciation Classes in a Secondary Setting: A Case Study of Two 
High School Music Appreciation Classes 
 
Purpose 
I would like permission to enroll your child as a participant in a research study. The purpose of 
the study is to examine and compare the experience, cultural relevance, engagement, attitude, and 
behavior of students, as well as the experience and attitude of teachers in a traditional music 
appreciation class setting and a popular music appreciation class setting. By better understanding 
these factors, better curricula for high school general music classes can be developed.  I am a 
Doctoral student at Boston University and the project is being completed for my dissertation. 
 
Procedures 
If you agree for your child to participate in this study, we would ask your child to agree to have 
their classroom documents collected, and possibly to participate in 3 interviews done during class 
time over the course of the semester.  
Artifact collection includes documents such as notes, tests, quizzes, projects, and listening 
assignments completed by your child. Collected archival documents will be classified as private 
documents. Your child’s name will be blacked or cut out of his/her submitted work. Archival 
documents will be collected from all students who return the Parental Consent and Student Assent 
forms. 
Only 3 students will be chosen to participate in the interview portion of the research data 
collection, so your child may or may not be asked to participate in the interview procedure. The 3 
interviews will consist of questions on your child's perceptions of cultural relevance of the 
content and music being taught, their behavior in the classroom, academic success in the class, 
importance of music in your child's life, enjoyment of the class, and perceptions of teacher 
attitude in the class. The interviews will last 15 to 20 minutes and will take place during class 
time, but in a secluded part of the class room or school such as the teacher's office, a practice 
room, school cafeteria or theater, an empty class room, or a counselor's office. The interview will 
be audio recorded. Students must return the Parental Consent and Student Assent forms to 
participate in the interviews. 
 
Risks and Discomforts 
There are no known risks associated with participating in the study. It is possible that your child 
may experience some discomfort in discussing classroom behavior issues and academic success 
in the class. Your child will always be free to skip a question, take a break, or stop the interview. 
 
Benefits 
This study will contribute toward the understanding of high school general music. Your child will 
not receive any benefits from participating in this study. 
 
Compensation 
Your child will not receive any compensation for participating in this study. 
 
Confidentiality 
Your child's answers will be kept confidential and may not be disclosed, unless required by law 
or regulation. The information provided by your child will be published only in aggregated form 
(for example, tables of information). No identifiable information will be included in any 
presentation or publication.   
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Data will be stored in locked files only accessible by myself and my dissertation advisor and 
destroyed at the end of the research.  All research data will be assigned a code.  The list that links 
the name of the subjects to their code will be kept separately in a locked cabinet.  The signed 
consent forms will be kept separate from the research data. 
 
Audio recordings will be transcribed within six months. The audiotapes or mp3 files will then be 
erased or deleted. 
 
Voluntary Participation 
Your child's participation in this research is purely voluntary. Refusing to participate or 
discontinuing participation will involve no penalty or loss of benefits to which your child is 
otherwise entitled. Should your child discontinue participation, you and your child can request 
that all data previously collected be destroyed. Your child may refuse to answer any questions in 
the interview. 
 
Contacts 
If you have questions regarding this research, either now or at any time in the future, please feel 
free to ask them. The Principal Investigator – Robyn L. Bell at 941-840-3444 or at 
robyn509@aol.com – will be happy to answer any questions you may have. Questions may also 
be addressed to the faculty advisor--Professor Diana Dansereau at 617-353-3350 or at 
drd1@bu.edu. You may obtain further information about your child's rights as a research subject 
by calling David Berndt, the coordinator of the Boston University Institutional Review Board for 
Human Subjects Research at 617-353-4365 or at dbernt@bu.edu. 
 
 
Agreement to Participate 
I have read this consent form. All my questions have been answered. I agree to participate in this 
study. I have been given a copy of this form. 
 
 
 
______________________________________________                   _______________________ 
Name of Guardian Name of Subject 
 
_______________________________________________                 _______________________ 
Signature of Guardian       Date 
 
_______________________________________________                 _______________________ 
Permission to Audio Tape Date 
 
_______________________________________________                 _______________________ 
Person Obtaining Consent Date 
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Appendix C 
STUDENT ASSENT FORM 
Title of Project: Music Appreciation Classes in a Secondary Setting: A Case Study of Two 
High School Music Appreciation Classes 
 
Purpose 
I would like permission to enroll you in a research study. The purpose of the study is to learn 
more about high school general music class and whether these classes make a difference for 
teachers and students. By understanding this, better high school general music classes can be 
developed.  I am a doctoral student at Boston University and the project is being completed for 
my dissertation. 
 
Procedures 
If you agree to participate, you would agree to have your notes, quizzes, and projects collected, 
and possibly be involved in 3 interviews done during class time over the course of the semester.  
Artifact collection includes things such as your notes, tests, quizzes, projects, and listening 
assignments. All of your work that is turned in will be classified as private documents. Your 
name will be blacked or cut out of your submitted work. This work will be collected from all 
students who return the Parental Consent and Student Assent forms. 
Only 3 students will be chosen for the interview, so you may or may not be asked to participate in 
the interview procedure. The 3 interviews will consist of questions about cultural relevance of the 
music your are learning, your behavior in the classroom, grades in the class, importance of music 
in your life, enjoyment of the class, and what you think of the teacher’s attitude in the class. The 
interviews will last 15 to 20 minutes and will take place during class time, but in a secluded part 
of the class room or school such as the teacher's office, a practice room, school cafeteria or 
theater, an empty class room, or a counselor's office. The interview will be audio recorded. 
Students must return the Parental Consent and Student Assent forms to participate in the 
interviews. 
 
Risks and Discomforts 
There are no known risks associated with participating in the study. It is possible that you may 
experience some discomfort in discussing classroom behavior issues and your grades in the class. 
You will always be free to skip a question, take a break, or stop the interview. 
 
Benefits 
This study will contribute toward the understanding of high school general music. You will not 
receive any benefits from participating in this study. 
 
Compensation 
You will not be paid for participating in this study. 
 
Confidentiality 
Your answers will be kept confidential/private and may not be disclosed, unless required by law 
or regulation. The information provided by you will be published only in aggregated form (for 
example, tables of information). No identifiable information will be included in any presentation 
or publication.   
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Data will be stored in locked files only accessible by myself and my dissertation advisor and 
destroyed at the end of the research.  All research data will be assigned a code.  The list that links 
the name of the subjects to their code will be kept separately in a locked cabinet.  The signed 
consent forms will be kept separate from the research data. 
 
Audio recording will be transcribed within six months. The audiotapes or mp3 files will then be 
erased or deleted. 
 
Voluntary Participation 
Your participation in this research is purely voluntary. Refusing to participate or stopping your 
participation will involve no penalty or loss of benefits to which you are otherwise entitled. 
Should you stop your participation, you can request that all data previously collected be 
destroyed. You may refuse to answer any questions in the interview. 
 
Contacts 
If you have questions regarding this research, either now or at any time in the future, please feel 
free to ask them. The Principal Investigator – Robyn L. Bell at 941-840-3444 or at 
robyn509@aol.com – will be happy to answer any questions you may have. Questions may also 
be addressed to the faculty advisor--Professor Diana Dansereau at 617-353-3350 or at 
drd1@bu.edu. You may obtain further information about your rights as a research subject by 
calling David Berndt, the coordinator of the Boston University Institutional Review Board for 
Human Subjects Research at 617-353-4365 or at dbernt@bu.edu. 
 
Agreement to Participate 
I have read this consent  
form. All my questions have been answered. I agree to participate in this study. I have been given 
a copy of this form. 
 
_______________________________________________       
Name of Subject 
 
_______________________________________________                 _______________________ 
Signature of Subject Date 
 
_______________________________________________                 _______________________ 
Permission to Audio Tape Date 
 
_______________________________________________                 _______________________ 
Person Obtaining Consent Date 
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Appendix D 
SAMPLE TEACHER INTERVIEW QUESTIONS 
Teacher Interview Protocol 
Project: Teacher Attitude and Experiences in Teaching High School General Music  
 
Time of Interview: 
Date: 
Place: 
Interviewer: 
Interviewee: 
Position of interviewee:  
 
The teacher will be interviewed three times.  These interview questions are broken up 
into the first, second, and third interview. 
 
First Interview Questions (pre-class): 
1. How long have you taught this class? 
2. How would you describe the overall content of the class? 
3. Do you enjoy teaching this class? 
4. What aspects make this class enjoyable or non-enjoyable?  
5. What has been your experience with student behavior in this class?  
6. What are your musical expectations of the students in this class? 
7. What level of musical experience do the students who take this class generally 
have? 
8. What have been your experiences with student musical success in this class? 
9. How would you classify the attendance rate in this class? 
10. What methods of preparation do you use for this class?  
11. What methods of presentation to you use for this class? 
12. What kinds of teaching methods do you find the students responding to well and 
which ones do they resist? 
13. What is your grading criteria? 
14. How do you format and grade your tests/quizes? 
15. What are some strengths you have in teaching the class? 
16. What are some weaknesses you have in teaching the class? 
17. What are some past success and failures you have had teaching the class? 
18. Do you feel like the students who take this class are interested in the subject? 
19. In 10 years, what do you want students who took this class to remember? 
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Second Interview Questions (midterm): 
1. How is the class going so far? 
2. How far along are you in the textbook or curriculum? 
3. Are there any pressing behavioral concerns that have arisen? 
4. How are the students' test, quiz, and listening assignment grades so far? 
5. Do you have any students who are really excelling and any that are struggling? 
6. How is the attendance rate so far? 
7. Are students worKnight on any projects in class? 
8. How are the students responding to the lecture material and listening examples? 
9. Do you have any plans to change the content or delivery of the material for the 
next half of the semester? 
10. What are you enjoying most about teaching the class so far? 
11. What are you enjoying least about teaching the class so far? 
 
 
Third Interview Questions (conclusion of class) 
12. How would you describe the class on a whole? 
13. How far did you get in the textbook or curriculum? 
14. If there were pressing behavioral issues with students, how did you reconcile it for 
the last half of the semester? 
15. Did the students prepare well for and do well on the final exam? 
16. Did you see any change in the students who were struggling at midterm or with 
the students who were excelling at midterm? 
17. How was the overall attendance rate for this class? 
18. Did the student projects turn out satisfactory? 
19. Are there any changes you will make to your preparation, content, or delivery for 
next time you teach this class ? 
20. Did you find that students responded better to some things than others? If so, what 
were they? 
21. What did you enjoy most about teaching the class this semester? 
22. What did you enjoy least about teaching the class this semester? 
23. Did the students meet your musical expectations of them? 
24. Will you look forward to teaching this class again? 
25. What are your thoughts on the themes that have emerged on the student 
engagement, behavior, and musical knowledge in this class? 
26. What are your thoughts on the themes that have emerged on your attitude and 
experiences in this class? 
  
  190 
 
 
Appendix E 
SAMPLE STUDENT INTERVIEW QUESTIONS 
Student Interview Protocol 
Project: Student Cultural Relevance, Engagement, Enjoyment, and Behavior  
 
Time of Interview: 
Date: 
Place: 
Interviewer: 
Interviewee: 
Position of interviewee:  
 
The students will be interviewed three times.  These interview questions are broken up 
into the first, second, and third interview. 
 
First Interview Questions (pre-class): 
1. Did you volunarily sign up to take this class? 
2. Have you heard anything about the content of this class from anybody else you 
know who may have taken it? 
3. What are your expectations of this class?  What do you hope to get out of 
taKnight the class? 
4. What do you think you are going to enjoy most about this class? 
5. What do you think you will enjoy least about taKnight this class? 
6. How important is music to you in your daily life? 
7. Do you play an instrument or sing outside of the school setting? 
8. What kind of content would this class need in order for it to connect to your after-
school and weekend activities? 
9. Would you find this class more meaningful if the content involved things in your 
social life, or do you think school subjects should stay away from high school 
social activites? 
10. What kind of attendance do you generally have in school? 
11. How would you classify your behavior in school? 
12. How would you describe your grade point average in school up to this point? 
13. Do you plan on going to college? 
14. Do you think your teacher has a lot of knowledge about the subject of this course? 
15. Do you think your teacher is going to have a great deal of enthusiasm when 
teaching this course? 
16. What kinds of teaching methods do you best respond to or learn from? 
17. In what cases do you generally get "in trouble" in class?  What do you do in class 
that generally gets you "in trouble?" 
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18. If you had to design a music class for this high school, what kinds of things would 
you like to see taught? 
 
Second Interview (midterm): 
1. How is the class going for you so far? 
2. What have you most enjoyed learning about so far? 
3. What have you least enjoyed learning about so far? 
4. Are their any behavior issues in the class that have come up? 
5. How are your grades on the tests, quizzes, and listening assignments? 
6. Are you enjoying learning the content material in this class? 
7. Do you like the way the teacher is presenting the material? 
8. What would you do different in terms of what has been taught or how it has been 
taught? 
9. How has your attendance been so far? 
10. Are you finding any cultural relevance to the material that has been taught so far? 
11. Do you anticipate any problems with assigned projects or listening assignments in 
the next half of the semester? 
12. What are you looKnight most forward to learning about in the next half of the 
semesters? 
 
Third Interview (conclusion of class) 
1. How do you think the class went? 
2. What did you most enjoy learning about? 
3. What did you least enjoy learning about? 
4. How would you rate your behavior in the class? 
5. Where you satisfied with the grades you received on your assignments and 
tests? 
6. Did you enjoying learning the content material in this class? 
7. Did you like the way the teacher presented the material? 
8. What would you have done differently in terms of what was taught or how it 
was taught? 
9. How was your attendance in the class? 
10. Did you find any cultural relevance to the material that was taught? 
11. Did you have any problems with assigned projects or listening assignments 
throughout the semester? 
12. In 10 years, what do you think you will remember most about this class? 
13. What are your thoughts on the themes that have emerged on your engagement, 
behavior, and musical knowledge in this class? 
14. What are your thoughts on the themes that have emerged on the teacher 
attitude and experiences in this class? 
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Appendix F 
SAMPLE CLASSROOM OBSERVATION 
Classroom Observation Protocol 
Time: 
Date: 
Place: 
Class: 
Teacher: 
 
Classroom structure: 
 
Materials used: 
 
Activities observed: 
 
Classroom interruptions: 
 
Student/teacher interaction: 
 
Student attentiveness: 
 
Student level of enjoyment: 
 
Student discipline: 
 
Student reaction to music played: 
 
Teacher preparedness: 
 
Teacher level of enjoyment: 
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Appendix G 
WORKSHEET RELAY # 1 
Group Names: ____________________________________________ 
                         ____________________________________________ 
                         ____________________________________________ 
                         ____________________________________________ 
                         ____________________________________________ 
                         ____________________________________________ 
 
1. What is the most important element of music? 
2. What is the most expressive element of music? 
3. Tempo is an   word meaning  . 
4. What is syncopation? 
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Appendix H 
 
WORKSHEET RELAY # 2 
Group Names: ____________________________________________ 
                         ____________________________________________ 
                         ____________________________________________ 
                         ____________________________________________ 
                         ____________________________________________ 
                         ____________________________________________ 
 
1. What element propels music through time? 
 
2. What is the definition of accelerando? What element of music does it refer to?  
 
3. What is the term that is the opposite of accelerando and what is that word 's 
definition? 
 
4.   is the element that we sing or hum. 
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Appendix I 
CLAUDIO 
MONTEVERDI: 
OPERA IS COOL! 
Claudio Monteverdi (1567-1643) is credited as being the 
first major composer of opera. Indeed, his opera Ortea 
(1607) is viewed as the first modern opera. Simply 
defined, an opera is a drama that is sung. It combines 
several different elements of music such as soloists, 
ensembles, chorus, orchestra, and sometimes ballet, with 
poetry and drama, acting, scenery, and costumes. 
In the sixteenth century there were many musical 
experiments combining drama with music. The idea was 
not new. A story that was told through music had been 
used in a much simpler fashion in ancient Greek culture. 
The new name that was given to this style was called 
monody-a single vocal line accompanied by a few 
inconspicuous chords. However, with the tremendous 
musical developments that had been taking place 
throughout the Renaissance and toward the beginning of 
the Baroque period, a simple melody accompanied by a 
few inconspicuous chords could not hold the attention nor 
the interest of either the composer, the performer, or the 
listener. It wasn't until the  compositions of Jacopo Peri  
and, a few years later, Claudio Monteverdi that musicians 
realized there were many exciting ways in which this newly 
rediscovered style of monody could be used effectively to 
portray the drama of opera. 
       In Monteverdi's opera Orfeo there are numerous arias (solo pieces for a 
singer), chorus pieces, and orchestral preludes and interludes. Monteverdi's 
treatment of each of these types or aspects of the opera is what helped launch 
opera as a new and exciting art form. 
 . 
 
  
Claudio 
Monteverdi 
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Activities: 
1. With a group or as a class, find a play that sounds interesting. Choose a part, and 
sing  your lines. Opera is similar to this.  
2. Listen to a recording of one or two of the arias from Monteverdi's opera Orfeo. What 
do you think of this piece? Can you think of any ways that it is similar  to other 
music that you have heard? Do you think Monteverdi's music might have had 
any influence on the music that you listen to today? 
3. If possible, as a class, go to a live performance of an opera. As an alternative, 
watch a video recording of an opera, preferably an early Baroque opera such 
as Orfeo. 
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Name _____________________    Date ________________________ 
WORD SEARCH 
Find the terms listed below. They may be printed in the puzzle horizontally, 
vertically, diagonally, or backward. All of the words are associated with the narrative 
in some way. 
 N 
K 
Z 
U 
U 
U 
0 
P 
I 
Z 
T 
C 
T 
D 
R 
H 
D 
N 
W 
R 
X 
E 
X 
V 
J 
S 
B 
A 
A 
L  
E 
S 
 J 
R 
U 
E 
D 
E 
D 
L 
T D 0 E N N G G J B A D P A G P W K X S 
K R B R M L Y E A A C M W S U D F S P S 
U T C A P T R U C H H D A C N B E F E 0 
L E F T Y B E M 0 N 0 D Y C S L M C R L 
X A V E J A N J P Z R J O P B I E X I 0 
Y M K L K R E K O O U X F M Z R Q B M I 
C 0 0 L V L C T 0 S S G E L D E D A E S 
0 N R A H C S N R P 0 S A M W P G M N T 
S T X B A I R A C F N C S X S V Z K T S 
T E F 0 R F E 0 H E G M P D U W S L S X 
U V P P L N Z V E 0 F C    I Y K     I U K S C 
M E H J Y G A V S H 0   I D U A L C T T X 
E A V E C S V K T L M A R X E B 0 Z H N 
S D F B L G C S R L J    I J N Q R U Q   I C 
K    I Q H 0 X Y E A J B W Q H Y     I T X E M 
C H Q Y J E U Q 0 R A B U 0 C Z P P U E 
F E U N C T 0 Q G R E E K C U L T U R E 
H I A C L Y G   I N M A T     I N A X G P R T 
1. Claudio 5. srama 9. Orchestra  13. Peri  17. story 
2. Monieverdi  6. soloists 10. scenery  14. aria  18. Baroque 
3. Orfeo 7. ensembles 11. experiments 15. Jacopo  19. costumes 
4. opera   8. chorus 12. monody  16. Greek culture 20. ballet 
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Appendix J 
 
Wolfgang Amadeus Mozart 
The Story 
The Marriage of Figaro ( Le nozze di Figaro) is set in Count Almaviva's castle in 
Seville in the late 18th Century. It is based on Beaumarchais's 1784 play La Folle 
Journée, our Le Mariage de Figaro, a sequel to his earlier play, Le Barbier de Seville 
(The Barber of Seville), familiar to opera audiences through Rossini's great opera 
(Mozart's opera premiered in 1786; Rossini's premiered in 1816). In Le Barbier, 
Count Almaviva, with substantial help from Figaro, wooed and won the lovely 
Rosine away from her crusty old ward and would-be husband, Dr. Bartholo. 
 
In The Marriage of Figaro, Beaumarchais continued their story.  The Count has 
married Rosine but their marriage has gone sour because of his philandering. 
Figaro has quit barbering and is now the Count's major-domo.  He is engaged to 
Suzanne, who is Countess Rosine's maid -- and the Count's intended conquest.  Old 
Bartholo is back to seek revenge on Figaro for taking Rosine away from him, with 
the help of the slimy music-master, Don Bazile.  Adding to the fun are an amorous 
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teenager, a scheming old maid, a drunken gardener, and a silly young girl. Much 
happens on a single "folle  journee" - a crazy day. 
 
Mozart’s librettist, Lorenzo da Ponte, took this popular play, removed “political” content 
that would have off ended the Viennese imperial censors (the French Revolution 
was only a few years away), and faithfully translated the rest into Italian -- the 
customary opera language of the day. With Mozart's masterpiece of a score, the 
result was a witty yet profound tale of love, betrayal, and forgiveness. 
 
 
Francesco Benucci, the first Figaro (Vienna, 1786). 
 
Act I 
Figaro is measuring a space for his nuptial bed while his fiancée, Susanna, tries on 
her bridal hat. She doesn't like their new bedroom. Figaro doesn't understand 
why, as it's very convenient to the bedrooms of the Count and Countess. But 
Susanna warns Figaro that it's too convenient for the Count, who is plotting with 
her music-master, Don Basilio, to get her to sleep with the Count. Susanna goes off 
when the Countess rings for her. Alone, Figaro vows revenge ("Se vuol ballare, 
signor Contino") and storms off in a cold rage. 
 
Dr. Bartolo enters with his housekeeper, Marcellina. Figaro once promised to 
marry her, and Bartolo promises to find a way to make him do it. It would be the 
perfect revenge on Figaro, who blocked his marriage to Rosina. Bartolo goes off 
to put his scheme into effect. Susanna returns, and Marcellina jealously spars with 
her, making Marcellina go off in a huff. The teenaged page Cherubino now 
enters. He tells Susanna that he is in love with the Countess, but the Count has 
caught him with young Barbarina (Susanna's cousin and the gardener Antonio's 
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daughter). Cherubino can't contain his romantic desires ("Non so piu cosa son, cosa 
faccio"). 
 
Cherubino hides behind a chair when the Count arrives to beg Susanna for a tryst 
before he goes to London with Figaro on diplomatic business. But his wooing is 
interrupted by the arrival of Don Basilio, and it's the Count's turn to hide. He heads 
for the same chair where Cherubino is hiding, forcing the boy to jump into the 
seat. Susanna hastily covers him with a cloth. Hearing Basilio's insinuating 
gossip about Cherubino and the Countess, the jealous Count reveals himself. 
Basilio of course concludes that the Count and Susanna are an item. This is all too 
much for Susanna, who begins to faint. The Count and Basilio rush to her aid and 
try to get her into the chair, but she revives just in time and orders them away. The 
Count vows to make Cherubino leave the castle. When Susanna expresses 
sympathy for the boy, the Count tells her that it's not the first time Cherubino has 
been caught with a female. Recalling how he found the page hiding under a 
tablecloth in Barbarina's room, he lifts the cloth concealing Cherubino. The Count 
now accuses Susanna of dallying with the boy. 
 
But their argument is interrupted by the arrival of Figaro and a group of peasants, 
who, at Figaro's instigation, are singing the Count's praises for having abolished 
the feudal right of the lord of the manor to sleep with his servant's bride. Figaro 
invites the Count to place the bridal veil on Susanna as a symbol of his blessing on 
their marriage, which is to take place later that day. The Count is forced to agree, 
but privately vows to help Marcellina marry Figaro instead. He also gets 
Cherubino out of the way by draf ting him into his regiment. Figaro teases the boy, 
for he'll have to sacrifice his love-making and enjoy instead the "glories" of war 
("Non piu andrai, farfallone amoroso"). 
 
Act II 
In her boudoir, the Countess bemoans the Count's infidelity ("Porgi, amor"). 
Susanna has told her about the Count's plans to seduce her. Figaro arrives. He 
knows that the Count is plotting to help Marcellina. He has his own plan: through 
Basilio, he will send the Count an anonymous note about the Countess's "lover." 
This is sure to drive him to distraction. Meanwhile, Susanna is to agree to meet the 
Count in the garden, only it will be Cherubino, disguised as Susanna, he will be 
wooing. The Countess can then surprise him in flagrante delicto. Figaro goes off 
to get the boy. 
 
Cherubino arrives and, at Susanna’s urging, sings the Countess a love song that 
he wrote for her (Voi che sapete che cosa é amor”). He shows the Countess his 
regimental commission, which he had just gotten from Basilio. She and Susanna 
realize that it has no seal on it. Figaro has told Cherubino of the plan, and Susanna 
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begins to dress the uncomfortable boy as a woman.  When she goes into another 
room to get a ribbon, he takes advantage of her absence to declare his love for the 
Countess. At that moment, the suspicious Count bangs on the door, and Cherubino 
dives into the closet. 
 
The Count demands to know to whom the Countess was speaking, and she tells 
him it was Susanna, who has gone into another room. He shows her the 
anonymous letter that Figaro had written about her "lover." A noise from the 
closet obliges the Countess to say that Susanna is in there, not in the other room. 
Susanna re-enters the room, unseen by the Count and Countess, and realizes that 
there's some kind of problem, so she hides behind a screen. As Cherubino cowers, 
terrified, in the closet, the Count orders "Susanna" out, but the Countess forbids it. 
The Count is convinced that the Countess is hiding a lover in there. As they argue, 
they warn each other not to go too far and create a scandal. Susanna remains 
behind her screen, horrified by the situation. The Countess absolutely refuses to 
open the closet, so the Count brings her with him to get something to break the 
closet open, locking the door behind him. Susanna lets Cherubino out of the 
closet. In a panic, he escapes through the window, and Susanna hides in the 
closet. 
 
When the Count and Countess return, she finally admits that Cherubino is in the 
closet, claiming that it was just a joke. He doesn't believe her protestations of 
innocence and threatens to kill Cherubino. Drawing his sword, he flings open the 
closet door. They are both astonished to find Susanna. The Count, abashed, is 
forced to beg his wife's forgiveness. She and Susanna explain that the episode 
with the closet, and the anonymous note, were all a prank. Figaro arrives to 
announce that the wedding is about to begin. Questioned by the Count, he denies 
writing the anonymous note, to the consternation of Susanna and the Countess. 
The Count is anxious for Marcellina' s arrival so he can stop the wedding. 
 
Now Antonio the gardener barges in, complaining that someone jumped from the 
Countess's balcony onto his flower garden. Susanna and the Countess warn 
Figaro, who had already seen Cherubino jump . He claims that he himself leapt 
from the balcony. But Antonio claims he saw a boy. The Count immediately 
realizes that it was Cherubino. Figaro, sticking to his story, claims that Cherubino 
was on his way to Seville. He explains that he was hiding in the closet waiting for 
Susanna. After overhearing the Count shouting, he decided to escape by 
jumping, and injured his foot. He suddenly develops a limp in order to prove his 
story. But Antonio produces Cherubino's military commission, which he found 
in the garden. Figaro, confounded, throws the gardener out. Prompted by the 
women, Figaro triumphantly explains that the page gave it to him because it lacks 
a seal. Marcellina, Bartolo, and Basilio now come to demand justice , claiming that 
Figaro entered into a contract to marry Marcellina in exchange for a loan. The 
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Count agrees to judge the case, to the joy of Marcellina and the consternation of 
Figaro. 
 
 
Act III 
Alone, the Count ponders the confusing situation. Unseen by the Count, the 
Countess urges a reluctant Susanna to go ahead with the plan and tell the Count 
that she will meet him in the garden later. Because Cherubino is gone, the 
Countess will impersonate Susanna. The Countess takes herself off. Susanna 
overhears the Count talking to himself about Figaro marrying Marcellina. 
Emboldened, she approaches him, claiming that she has come to get some 
smelling salts for the Countess, who is having a fainting fit. He tells her that she 
should keep it herself, because she is about to lose her intended husband.  She 
counters that she will repay Marcellina's loan with the dowry the Count had 
promised her. But the Count claims he can't remember any such promise. She has 
no choice but to flirt with him, and the pact is made. But as she is leaving, she runs 
into Figaro, and the Count overhears her saying that they have "won the case." 
Enraged, the Count threatens to punish them for their betrayal ("Vedro mentr'io 
sospiro"). 
 
The judge Don Curzio arrives with Marcellina and Bartolo. He announces that 
Figaro must marry Marcellina or repay the loan. Figaro claims that he is of noble 
birth and cannot marry without his relatives' consent. When the Count asks who 
they are, Figaro replies that he was stolen as an inf ant, but hopes to find his 
parents in 10 years. Bartolo demands proof, so Figaro shows him a birthmark on 
his arm -- a birthmark that reveals that he is the love-child of Marcellina and 
Bartolo! The reunited family embraces as the frustrated Count rails against Fate. 
Meanwhile, Susanna, unaware of this development, arrives with the money to pay 
Marcellina, only to be enraged by the sight of Figaro and Marcellina fondly 
embracing. But peace reigns when all is explained to her. The Count storms off 
with Don Curzio. Bartolo now proposes to Marcellina. Marcellina tears up 
Figaro's I. O. U. Bartolo gives Figaro and Susanna a dowry, and Susanna adds to it 
the money she had come in with. The four, chuckling at the Count's frustration, 
go off to plan a double wedding. 
 
The Countess enters, wondering if their plan to catch the Count will work, and 
recalling sadly the loss of their love ("Dove sono i bei momenti"). After she leaves, 
Antonio and the Count arrive. Antonio tells the Count that he knows that 
Cherubino is still in the vicinity, because he found at his house the woman's clothes 
that Cherubino had been wearing. They run off to look for him. The Countess 
returns with Susanna, and the two concoct a note, from Susanna to the Count, 
asking for a meeting in the garden. They seal the note with a pin, which the Count 
is to return if he agrees to meet her. Barbarina and some peasant girls, including 
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Cherubino in disguise, come to serenade the Countess. Antonio and the Count 
return to unmask Cherubino. The Count threatens to punish the boy, but Barbarina 
persuades the Count -- who had once, with kisses, promised her anything she 
wanted --to let her marry Cherubino. 
 
Figaro arrives, eager for the wedding preparations to begin. The Count begins to 
cross-examine him again, and Antonio produces Cherubino as proof that they've 
caught Figaro lying. But Figaro cleverly claims that it's possible that both he and 
Cherubino jumped into the garden. The wedding march begins, and everyone goes 
off to get ready, leaving the Count and Countess alone. She refuses to discuss the 
matter with him. The wedding party returns in procession, singing another paean 
to the abolition of the feudal right to sleep with the bride. Susanna slips the sealed 
note to the Count. As the couples dance the fandango, the Count opens the note, 
pricks his finger on the pin, and then drops it. Figaro watches him with great 
amusement, believing that it's a love-note from some unknown lady. The Count 
finds the pin, thrilled at the prospect of meeting Susanna later, invites everyone to 
magnificent wedding banquet. 
 
Act IV 
Barbarina, terribly upset, is searching the garden for something that she has lost 
("L'ho perduta, me meschina!"). When Figaro arrives with Marcellina and asks the 
weeping girl what's wrong, she replies that she has lost the pin that the Count gave 
her to deliver to Susanna as a token of their tryst. Angry, but pretending that he 
already knows all about it, he plucks a pin from Marcellina' s dress and gives it to 
Barbarina, who goes off to give it to Susanna. Figaro collapses into his mother's 
arms. She advises him to stay calm, but rage overtakes him and he vows to avenge 
all deceived husbands. Marcellina, afraid for Susanna, goes off to warn her. Figaro 
then enlists Basilio and Bartolo to help trap the lovers. Alone again, he denounces 
the perfidy of women ("Aprite un po' quegli occhi"). He hides as Susanna arrives, 
accompanied by Marcellina and the Countess. Marcellina warns Susanna that 
Figaro is already in the garden. That suits Susanna just fine, as she can avenge 
herself on both Figaro for his jealousy and the Count for his philandering. 
Marcellina retires into the pavilion.  The Countess is too nervous to remain, but 
allows Susanna to stay for a bit to enjoy the breezes. Susanna sings a love song to an 
unnamed lover to punish the spying Figaro ("Deh, vieni,non tardar, o gioia bella").  
Then she hides nearby and puts on the Countess's cloak. 
 
Figaro is furious, but he continues to lie in wait. Cherubino arrives, looking for 
Barbarina, who has meanwhile hidden herself in the pavilion. At the same time, 
the Countess enters, disguised as Susanna. Cherubino, not realizing who she 
really is, begins flirting with her. The Count comes in and receives the kiss meant 
for "Susanna." The Count slaps Cherubino for his impudence, and the boy flees 
into the pavilion. Now the Count does some f lirting of his own with "Susanna," 
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infuriating Figaro further. The Count tries to lure her into the dark pavilion, but, 
hearing Figaro's voice and fearing discovery, tells "Susanna" to go ahead into the 
pavilion without him. He exits, promising to meet her later. 
 
Now the real Susanna arrives, disguised as the Countess. When Figaro hears her 
voice, he immediately realizes that she is Susanna. He pretends to court "the 
Countess.” Susanna is furious until he reveals his joke, and they tenderly 
reconcile. When the Count returns, the couple replay the joke. The enraged 
Count seizes Figaro and calls for weapons. Susanna flees into the pavilion as 
Bartolo, Basilio, Antonio,and Curzio rush in. The Count demands that his wife 
come out of the pavilion. To everyone's amazement, out pop Cherubino, 
Barbarina, Marcellina, and Susanna, still dressed as the Countess. She and Figaro 
pretend to beg the Count's forgiveness. He is adamant until the real Countess 
reveals herself. The chastened Count humbly asks her pardon, she grants it, and 
everyone rejoices. 
 
© 2002 Linda Cantoni 
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Appendix K 
Worksheet 
 
Learning From Lyrics                              Name: ______________________________ 
 
MAKING A STATEMENT WORKSHEET 
One of the oldest ways in which people express their disapproval with the status quo 
is through the arts. 
Directions: Complete the following chart with as many examples as  you can think of 
ARTS TOPICS EXAMPLES 
 
Visual Arts 
 
 
Literary Arts 
 
 
Media Arts 
 
 
Performing Arts: Dance 
 
 
Performing Arts: Music 
 
 
 
Performing Arts: Theater 
 
 
Lesson Connection: Learning from Lyrics 
Copyright The Kennedy Center.  All rights reserved.	  
ARTSEDGE materials may be reproduced for educational purposes.   
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RESEARCH PLANNING WORKSHEET 
Directions: Use this worksheet to brainstorm ideas for your independent research 
project. 
 
Lesson Connection: Learning from Lyrics 	  
Copyright The Kennedy Center.  All rights reserved. 
 
ARTSEDGE materials may be reproduced for educational purposes. 
  
SONG ARTIST GENRE MESSAGE 
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Appendix L 
MOZART BIOGRAPHY QUESTIONS 
1. Mozart’s letters showed that he was a brilliant, often troubled 
__________________, who ___________________ music. 
2. He began composing prolifically at age ________________. 
3. He was a popular in the 1780’s as some rock ________________ are today. 
4. Mozart was born in Salzburg on January 27, ____________________. 
5. His father later proclaimed him the ___________________, which God let be born. 
6. Leopold was a ________________________ in the archbishop’s court. He was also 
something of a ________________________. 
7. Mozart started to pick out sounds he liked on the piano at age __________. 
8. By age __________ he was playing minuets. 
9. Mozart probably had the most unique preparation and natural ____________ of any 
human being who ever lived – as far as music was concerned. 
10. Leopold realized Mozart’s talent had the capacity of transforming his family’s 
___________________. He thereafter devoted himself entirely to the 
___________________ of his son’s gifts. 
11. Mozart wrote his first musical composition at age ______, which his father 
transcribed. 
12. Mozart and his sister played for the countess in _________________ (city) when he 
was 6 or 7 years old. 
13. The court showed its appreciation with a splendid lavender _________________ for 
Wolfgang. 
14. The trip was enormously ______________________. 
15. Because of constant touring in open carriages, he began to suffer from constant bouts 
of _______________________________________. 
16. Leopold fretted over the loss of ____________________________. 
17. He wrote his first symphony at __________ years of age. 
18. To really prove his mettle, Mozart would have to make a name for himself in 
___________________. 
19. With his phenomenal memory, he took home from Italy the famous secret 
_________________ piece, which was never allowed to be heard outside the 
Vatican. 
20. At age ____________ he wrote his first opera.  
21. Young Mozart was a ___________________ in music and one of those 
___________________ nature causes to be born. 
22. This boy will consign us all to ____________________. 
23. From the first one to the last one was a growth of about _____________ years. 
24. Mozart was not ______________ about his gifts. 
25. In 1777, Leopold sent his _____________________ as a chaperone. 
26. It is impossible to characterize Mozart ____________________. 
27. There are too many different _________________________. 
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28. He planned help launch her __________________________. 
29. Leopold was a very _________________________ father. 
30. Mozart wrote his father asking him to leave him in ____________________. 
31. …the French all seemed to think he was still a ____________________. 
32. Mozart became increasingly _____________________ in Paris. 
33. Leopold thought Mozart could have a commercial _________________ success. 
34. Mozart was one of the first musicians to wrote for ______________________. 
35. He was suffering greatly from lack of real ___________________________. 
36. _________________________, perhaps the most eminent composer of the time, 
heard Mozart play, he was deeply _________________________. 
37. There was a very passionate ____________________________ that Mozart wrote 
shortly after the death of his mother. 
38. His patience for an __________________ father wouldn’t last long. 
39. When Leopold learned the news, he scolded Mozart for poor __________________. 
40. …Mozart had not found the _______________________ he was looking for. 
41. The archbishop treated Mozart like a ________________________. 
42. Leopold now demanded that Mozart return to ___________________ with him. 
43. As a musician, Mozart was somewhere between servant and ___________________. 
44. Mozart wanted to stay in ___________________, but the archbishop demanded he 
return to _____________________. 
45. …the count literally giving Mozart a _________________ in the backside. 
46. Mozart was ___________________________. 
47. Mozart became fond of Aleshia’s sister, young _______________________. 
48. Mozart rebelled. He and Constanza would ________________ anyway. 
49. Mozart began a series of string quartets, dedicated to Joseph __________________. 
50. Their first son had _______________________. 
51. The left Salzburg, never to ______________________. 
52. Mozart wrote a new symphony in ________ days. 
53. No city and composer were ever as perfectly suited to each other as Mozart and 
____________________. 
54. Mozart found personal and creative _____________________ in Vienna. 
55. For a time, Mozart sat at the _________________ of Viennese music. 
56. His piano concertos were everlasting testaments to his ___________________. 
57. Mozart can say more in 16-18 _____________________ than other people can in a 
whole novel. 
58. In spite of his growing popularity, Mozart was passed over by the Emperor Joseph 
for a position with the _________________. 
59. He told Mozart his composition had too many ____________________. 
60. ____________________________________ was fast becoming a best seller because 
of its _______________________ theme. 
61. It is a story of commoner who takes his ___________________ against the nobility. 
62. A _______________, who plays a trick on the ___________________. 
63. Someone in the palace having a vendetta against one of the aristocrats was 
____________________ in those days. 
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64. In Prague, Mozart’s opera “Figaro” was a ______________________________. 
65. Mozart was the first great musical __________________________. 
66. He is the _______________________ of musical drama. 
67. A promising 16 year old, Ludwig von ____________________, came to meet 
Mozart. 
68. Mozart was not impressed with Beethoven until he ______________________. 
69. In May, ____________________, Mozart’s father died. 
70. “Don Giovanni” was about Don _____________________, a fellow master artist (in 
his chosen field – seduction). 
71. Mozart wrote over _______________ compositions. 
72. It is noteworthy how many of Mozart’s compositions appear to have been written 
with no _________________________. 
73. Eventually, his fingers became so _____________________ he could not even cut 
his own food. 
74. He wrote pathetic, pleading letters asking for ____________________. 
75. Mozart never got a salaried ___________________. 
76. Mozart remained devoted to his _________________________. 
77. 1790 was a ____________________ year for Mozart. 
78. The Emperor had already given the post to ________________________. 
79. …in an aria that is one of the most _________________ in all of opera… 
80. The ___________________________ was considered one of his purest and most 
profound works. 
81. A mysterious patron commissioned him to write a funeral mass or ______________. 
82. The patron insisted on hiding his identity because ____________________________. 
83. Mozart became sick and thought he had been ____________________________. 
84. He began to believe he was writing the funeral mass for _____________________. 
85. The great tragedy is that he did not __________________ to finish it. 
86. Mozart died 2 months before his ________________ birthday. 
87. He was buried in a common ____________________. 
88. Only years later would it be marked with a ___________________________. 
89. ______________________ confessed to having murdered Mozart. 
90. Historians have long since _______________________ that possibility. 
91. Of Mozart’s six children, only ____________ sons have lived past childhood. 
92. Ironically, by publishing her dead husband’s works, she finally attained the financial 
comfort he had never been able to __________________________. 
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Appendix M 
Artist Presentation: Rubric 
Spoken Presentation (50 pts) 
• A highlighted Biography of your artist (personal and career) 
• Suggestion for Content: 
o Where are they from? Do they have a family? 
o How did they get their start in music? What/who were their influences? 
o How many albums have they made? Which is your favorite? 
o What genre of music are they most known for? Describe their music. 
o Did they receive any honors or awards? (Grammy’s, etc.) 
o Are there any cool quotes by them or about them? Tell us… 
• Your speech must be clear 
• You must be well prepared and organized 
• You must exhibit knowledge about your artist 
 
 
Listening Example (25 pts) 
• Any recording by your artist will work. Keep it short! 
 
Picture/Photograph (25 pts) 
• Can be from a book, magazine, or the Internet 
• Try your best to have a color picture 
• Please make sure that the picture is a good size and clear quality 
 
 
Album Cover (50 pts) 
• Use a poster board and cut it 12 by 24 – Fold and staple to resemble an album cover 
• The front should contain either a drawing or a collage representative of your artist, 
their genre of music, and/or the time period in which they were popular. This must be 
your own original creation – no matter which you choose to do. You may take ideas 
from other albums or CD covers already created for your artist. Visit 
www.allmusic.com or www.wikipedia.com for ideas. 
• The back should list 10 songs by your artist (Choose any songs you wish) 
 
  211 
 
 
Appendix N
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Appendix O 
STEPHEN FOSTER WORKSHEET 
1. Stephen Foster was the “Original King of __________________ Music.” 
2. He made millions for publishers and not a ________________ for himself. 
3. In a time of racial stereotypes, his works expressed ___________________ and 
humanity. 
4. He’s the great American success story and one of the first great American 
“________________________.” 
5. When you listen to these songs, you are listening to the _________________ of the 
United States. 
6. Foster was at the forefront when white culture started to __________________ black 
culture with their own. 
7. On July 4, _______________, Stephen Collins Foster was born in the lap of apparent 
luxury in a village outside Pittsburgh. 
8. Stephen’s father lost his vast properties, partly through his poor business sense, but 
also he did have a big _______________ problem. 
9. Nostalgia for a lost home is one of the deepest ___________________ behind 
Stephen Foster’s music. 
10. When Stephen was ________________, he picked up a flute-like instrument and 
quickly mastered it. 
11. At age 14, he ____________________ his first piece. 
12. In the parlor, young Stephen enjoyed playing and singing ________________ ballads 
with his family. 
13. The piano in the _________________ really comes to be a symbol of middle class 
life. 
14. The piano is of crucial importance for family entertainment, particularly in the 
decades before any kind of _________________ music. 
15. Stephen sang comic songs, written in crude black _________________- part of a 
craze that was sweeping the country. 
16. Stephen and his friends “whooped” at the antics of white men who smeared their 
faces with burnt cork, wore wooly wigs, and made a mockery of black song and 
__________________. 
17. It was known as “black faced _________________________.” 
18. Minstrelsy did more than any other institution to perpetuate 
_____________________ of black Americans. 
19. The minstrel tunes presented the black man and woman as a source of derision – 
someone that the white American public could look ______________ upon. 
20. Stephen Foster was drawn to “black face” at a young age out of a sheer spirit of fun, 
rebellion, and high-spirited _____________________. 
21. Stephen burned much midnight oil over the works of the masters, especially 
_________________, ___________________, and Weber. 
22. At the age of 18, he published his first song, a _________________ serenade. 
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23. America was on the move in the 1840’s. Streaming west to fulfill their manifest 
destiny, Americans blazed the Oregon Trail, annexed Texas, invaded Mexico, and 
struck ___________________ in California. 
24. Cincinnati was a major hub on the underground _____________, and a tender box of 
racial conflict. 
25. The minstrel tune about two separated black lovers would become the biggest hit the 
world had ever known – “_________________________________.” 
26. Before Stephen Foster the largest sale of sheet music was 5,000 sheets. With “Oh 
Susannah,” it was ____________________. 
27. “Oh Susannah” was a _____________________ for everyone but Foster. 
28. Stephen Foster decided to be a professional ______________________ when nothing 
like that existed. 
29. In the winter of _____________, Foster returned to Pittsburg to launch his new 
_______________________. 
30. Jane was an __________________ match for Foster. 
31. He was disciplined and prolific, writing both __________________________ and 
______________________ ___________________. 
32. Though his “parlor songs” were mostly popular, his “black face” songs were 
__________________________. 
33. They seemed to travel like the ____________________, from city to 
____________________. 
34. He would have preferred to make his mark with __________________ ballads, which 
appealed to the genteel taste of his ________________________. 
35. …but the __________________ of “black face” made him uncomfortable. 
36. Stephen Foster resolved to make “black face” _____________________, as well as 
________________________. 
37. Foster’s early songs used a ______________________ of the minstrel stage, but he 
soon began to replace what he described as the trashy and really offensive words of 
“black face” with lyrics and themes more appropriate for the 
______________________. 
38. In 1849, he mourned the passing of a black boatman’s wife in “Nellie Was a 
____________________.” 
39. No American songwriter had ever called an African American woman a 
__________________ before. 
40. Foster began to invest more _______________ in African Americans than they had 
ever enjoyed previously in “black face” music. 
41. Foster’s life now centered totally on music, often at the expense of his 
______________________. 
42. Increasingly he spent evenings out, playing music with friends, and 
___________________ into the early morning. 
43. “Old Folks at Home” was a huge ___________________. 
44. “Old Folks at Home” merged a black faced fantasy of life on the plantation with 
memories of Foster’s own ________________________ in the White Cottage. 
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45. Foster had succeeded in fusing “black face” with the nostalgic sentiments of the 
___________________. 
46. “Old Folks at Home” was as popular in middleclass homes as on 
____________________ stages. 
47. The one person who could not lay claim to it was ____________________. 
48. In Uncle Tom’s Cabin, Harriet Beecher Stowe attacked the evils of 
_____________________, encouraging abolitionists and outraging slave holders. 
49. “My Old Kentucky Home” is Stephen Foster’s ________________ moment. 
50. They are half way through the song and realize that this is a song about a slave 
_________________ down the river. It struck home that slavery is something that is 
their problem, as well as a ____________________ problem. 
51. It imparted to black people a degree of grace, humanity, ___________________, 
which they had not had before in American culture. 
52. Foster’s New York publisher began promoting him as the 
“_________________________ of America.” 
53. Stephen moved to New York to be close to the ___________________ publishing 
industry. 
54. He is a _____________________. 
55. But the New York critics scorned his popular “black faced” _______________. 
56. It was his most ambitious bid for respectability, but he made only __________. 
57. He had no way of knowing whether he was being paid ________________ or not. 
58. One of the great American dreams is that if we change places, we will change our 
________________. 
59. Hard ________________ were the general subject of talk. 
60. He really writes the first song about an ____________________ crises. 
61. His songs were like small short stories with beautiful ______________________. 
62. Foster drank more and wrote ___________________. 
63. His income ___________________. He survived on advances from his 
_________________ that drove him deeply into debt. 
64. Foster resorted to selling the future ________________ to all his songs. 
65. No longer does he have this ________________ resolve. 
66. He has lost _________________ in himself. 
67. Even with the support of his new partner, Foster was a _________________ man. 
68. The, rising above the wreckage of his life, Foster found inspiration to write one of his 
most enduring songs: “ ____________________  __________________.” 
69. It’s not just a love song – a man dreaming about a woman. It’s what we are as a 
people, _________________ of something better that defines us. 
70. He died in ___________________ (year). 
71. Cooper found Foster lying naked in a pool of ___________________. 
72. Three days later, Stephen Foster __________________. 
73. We still feel his ______________________ on the page. 
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Appendix P 
MUSIC FOR LISTENERS 
 LISTENING  LOG 
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Appendix Q 
American Popular Music                                                                                          The Music of Stephen Foster 
The Music of Stephen Foster 
One of the earliest well-known composers of American 
popular music was Stephen Collins Foster, who was born 
on July 4, 1826. He learned to play the flute as a child, and 
by the time he was 18 he had published his first well-
known song, which was entitled "Open Thy Lattice, 
Love." Stephen Foster composed music that was very 
sentimental and was of a style that was popular before the 
Civil War. He was by far the most well-known 
composer of this style of music, not only while he was 
alive, but also following his death. Most of his  works 
were written for performance in parlors and salons. He 
often used themes that reflected the  thoughts of those in 
America who had emigrated from other countries and missed 
their loved ones who had not come to America, or those 
who had feelings of lost love. 
 
Foster's music appealed to a large number of Americans, particularly those who were 
neither from the sophisticated areas on the east coast, nor the rugged areas of the frontier. 
Songs such as "My Old Kentucky Home," "Jeanie with the Light Brown Hair," and 
"Beautiful Dreamer" are some of his most sentimental songs. 
 
The music of minstrel shows was another important style of music that was popular in the 
middle of the nineteenth century. Stephen Foster came into contact with the leader of a 
well-known troupe of minstrels known as the Christy Minstrels. Some of the songs that 
Foster wrote for the Christy Minstrels and others minstrel shows were "Old Folks at Home" 
(also known as "Swanee Ribber" ),"Oh, Susanna," "My Old Kentucky Home," "Massa's 
in de  Cold Ground," "Old Black  Joe," and "Nellie was a Lady." The minstrel shows 
were usually sung by white musicians in black face (make-up that made them look black) 
who depicted African-Americans and utilized their dialect in songs. The first line of 
"Swanee Ribber" was originally written "Way down upon de Swanee Ribber." These 
minstrel shows continued  to be popular from about 1850 through the end of the 
nineteenth century. After that they lost their  appeal and were  replaced  by  musical 
reviews, vaudeville, and  early American musical theater . 
 
Although  Foster was  extremely  successful in terms of selling his  songs  to publishers 
and minstrel shows, he died penniless in 1864 at the age of 38. The sentimental music of 
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Stephen Foster and his music for minstrel shows represent an important part of the 
beginning of American popular music. It had taken some time for  Americans to achieve 
any kind of individuality in their music since many of the early settlers of America 
wanted to recreate the music of Europe. However, thanks to Stephen Foster and other 
composers , America began to develop its own style of music. 
 
Name _____________________________________________________  
 
Date ____________________________ 
 
 
Questions for Consideration 
 
1. On what date was Stephen Foster born? ____________________________________ 
2. What instrument did he learn to play as a child? ______________________________ 
3. What was the title of the first popular song that he published? 
_____________________________________________________________________ 
4. Most of his works were written for performance in what kind of places? 
_____________________________________________________________________ 
5. What was the name of the minstrel troupe for which Stephen Foster wrote music? 
_____________________________________________________________________ 
6. Name three songs Foster wrote for this minstrel troupe. 
_____________________________________________________________________ 
7. What were minstrel shows replaced by? ____________________________________ 
8. What was the first line of “Swanee Ribber?” 
_____________________________________________________________________ 
9. What were the themes of Foster’s sentimental songs? 
_____________________________________________________________________ 
10. Name three of Foster’s most famous sentimental songs. 
_____________________________________________________________________
_____________________________________________________________________
_____________________________________________________________________
_____________________________________________________________________ 
11. Do any of Foster’s songs sound familiar to who? Is so, which ones? 
_____________________________________________________________________
_____________________________________________________________________ 
 
© Mark Twain Media, Inc., Publishers  
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Appendix R 
Group Presentations: 20th Century Decades 
• (25 pts) Research and gather information about your decade using the listed 
Internet sources below, along with any others that you might find along the way: 
o American Cultural History: The 20th Century: 
http://kclibrary.mhmccd.edu/decades.html 
o Top Songs of the 20th Century: 
www.rareexception.com/Garden/Best/TopSongs.php 
• (25 pts) Create a handout to accompany your presentation 
o Must contain the pertinent information that your group will be covering in 
your presentation. You may make this interactive if you wish (Fill in the 
blank). 
o 36 copies 
o Must be clear and useful 
• (50 pts) Design a poster representing your decade 
o Use visual images (hand drawn or otherwise) that are representative of 
your decade 
o Include your Decade Playlist (10 songs), and any other information you 
feel will enhance your presentation 
• (50 pts) Presentation 
o Use visuals to reinforce the presentation (can be shown on your poster 
board) 
o Clear speech throughout 
o Demonstrate knowledge about your presentation content, and include 
explanations about specific topics 
o Present information in a logical, interesting, and creative manner (We can 
read! – Please don’t read your handout to us!) 
• (10 pts) Play a Listening Example for the class that is representative of your 
decade 
o Explain its significance! 
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Research Guide: 20th Century Music and Culture 
(Record collected information on a separate sheet) 
 
Group Member Names: 
Decade: 
Population: 
Life Expectancy: 
Average Salary: 
 
*List 3 Important Historical Events that occurred in this decade: 
 (Choose the events that you deem most influential, include the date and a 
  brief explanation of each) 
 
*Were there any significant art works, artists, books, or architectural developments 
during this decade? List them: 
 
*List the important films, T.V. shows, and/or theater productions of this decade: 
 
*List any other interesting facts you think we should know about this decade: (Sports, 
Education, Technology, etc…. 
 
The Music of the _________________________: 
• Describe how the music of this decade reflects the society and culture surrounding 
it. 
• List and know the significance of some important musicians, musical groups, 
and/or composers of this decade: (at least 5) 
• What is the most prominent genre (or genres) in this decade? (Rock, Jazz….) Did 
any new genres develop during this decade? Why do you think these genres were 
prominent during this decade? 
• Make a playlist for your decade consisting of at least 10 songs that were popular 
during this decade: (list the artist, song title, and approximate year that it was 
recorded) 
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Elvis Presley 
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"Jllil'louse  Rod(', "ABig  HtNO'L.ove• 
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PrC$tey continoed to have a prosperous 
 
Oted Aug.JSt t6,ten inm favorite town o1 
 
Appendix S 
 
 
 
 
 
 
 
 
 
 
 
 
 
Average Annual Salary: $2992 
The 1950's 
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Appendix T 
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Appendix U 
Decade: 60s 
Population: 179, 323,175 
Life expectancy: 66.8 
Average Salary: $5.315.00/year  
Historical events: Woodstock ( 1969) 
      First Super Bowl (1967) 
      JFK Assassination (1963)  
 
 
Famous Movies in the 60s: 
 Mary Poppins  
 Midnight Cowboy  
 Psycho 
Bonnie and Clyde 
To Kill a Mockingbird 
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Appendix V 
1 980's 
Population- 227,224,681  
Life Expectancy- 73.7 years  
Average Salary- $15,757  
Minimum Wage- $3.10 
Art in the 1980's- 
- Art assumed the form of public address 
- Ex: broadcasts and night shows 
- Artists: Julian Schabel, Sandro Chia, Jenney Balzer, Jeff Wall 
Technology in the 1980's 
1980's began the computer age 
- Cellular phones were invented 
- World wide web was established 
- CD (compact disk) was invented  
- Technology began to appear in music too 
- People began to become more interested in financial success, image, and   
   power, which was shown in the music and environment. 
Musical Artists in the 1980's 
- Bon Jovi 
- Van Halen 
- Journey 
- Bruce Springsteen 
- Madonna 
- The Police 
- Michael Jackson 
Fashion & Trends in the 1980's 
- Side pony tails 
- Straight up bangs 
- Hoop earrings 
- Mini skirts 
- Jean and leather jackets 
- Leg warmers 
- Oversized tops 
  
  224 
 
 
Appendix W 
The 1920s 
• The population of the United States was 106,521,537. 
• The life expectancy for males was 53.6 years and 54.6 years for females. 
• The average annual salary was $1,236. 
• On August 26, 1920 the 19th Amendment was passed granting women the right 
to vote. 
• On October 6, 1927 the first talking movie was release. It was called The Jazz 
Singer. 
• On October 24, 1929 the Stock Market crashed. This ruined the United States 
economy. 
• Art Deco, Cinema, and Jazz were significant new art forms in the 1920s. 
Winnie the Pooh was published in the 1920s as well. 
• In the 1920s women began to wear more comfortable clothes like trousers or 
short skirts. Close fitting hats were very popular for women to wear. More 
women started wearing makeup too. Men often worse suites. Tween and 
flannel were the popular fabrics for clothes 
• Movies and radio were popular in the 1920s. Charlie Chaplin was one of the 
first movie stars. Some of the first notable movies were The Jazz Singer and 
Walt Disney's Steam Boat Willie. One of the most popular radios shows was 
Amos and Andy . 
• Alcohol was banned throughout the 1920s. The alcohol prohibition resulted in 
illicit speakeasies. 
• The music everyone loved in the 1920s was Jazz! Jazz created a new culture 
in the United States. Speakeasies were lively venues for Jazz. Important 
artists were Louis Armstrong, Duke Ellington, and King Oliver, Bix 
Beiderbecke, and Jelly Roll Morton. Louis Armstrong became a legend of 
Jazz. 
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Appendix X 
1990's 
Population: 248,709,873 
Average Salary: $30,000 to $40,000  
Life Expectancy: 
• Age 20 = 55% 
• Age 30 = 45% 
• Age 40 = 36%  
TV Shows: 
• Friends 
• Fresh Prince of Bel-Air 
• Cheers 
• Seinfeld 
• Family Guy 
• King of Queens 
 
Movies: 
 
• Forrest Gump 
• Clueless 
• Titanic 
• Parent Trap 
 
Best Selling Books: 
• Shiloh: Phyllis Reynolds Naylor 
• Holes: Louis Sachar  
Facts: 
• DVD was invented 
• UT won the 1998 National Championship 
• Graduation rate was 71% 
• Internet and Email emerged 
• Cell phones became pocket size  
Music: 
• Rap and Hip hop were newly discovered 
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Appendix Y 
1970’s Handout 
1. What famous band split up in the 70s? 
2. Richard Nixon resigned because of _________________________. 
3. What major technology company was founded in the 70s? 
4. Between what years did the Watergate scandal take place? 
5. What war ended in the 70s? 
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